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INTRODUCTION. 

At  no  period  in  the  History  of  Music  has  there 
been  greater  mention  made  of  Instrumentation, 
than  at  the  present  time.  The  reason  of  this  is 
doubtless  to  be  found  in  the  completely  modern  de- 
velopment which  has  taken  place  in  this  branch  of 
the  art ;  and  perhaps,  also,  in  the  multitude  of  criti- 
cisms, opinions,  different  doctrines,  judgments, 
rational  and  irrational  arguments  spoken  or  written, 
for  which  the  slightest  productions  of  the  most  infe- 
rior composers  form  a  pretext. 

There  appears  at  present  to  be  great  importance 
attached  to  this  art  of  instrumenting,  which  was 
unknown  at  the  commencement  of  the  last  century; 
and  of  which,  sixty  years  ago,  many  persons  who 
passed  for  sincere  friends  of  music,  endeavored  to 
prevent  the  advance.  There  is  an  effort,  now-a-days, 
to  place  an  obstacle  in  the  way  of  musical  progress, 
upon  other  points.  It  has  always  been  thus  ;  there- 
fore it  can  scarcely  create  surprise.  At  first,  music 
was  only  acknowledged  to  exist  in  a  series  of  con- 
sonant harmonies,  intermingled  with  a  few  discords 
of  suspension ;  and  when  Monteverde  attempted  to 
subjoin  the  ciiord  of  the  seventh  on  the  dominant 
without  preparation,  blame  and  invective  of  all  kinds 
failed  not  to  be  levelled  at  him.  But  tliis  seventh 
once  admitted,  in  spite  of  all,  with  the  discords  of 
suspension,  there  were  not  wanting  those  among 
so-called  learned  authorities  who  held  in  contempt 
all  compositions  of  which  the  harmony  was  simple, 
sweet,  clear,  sonorous,  natural ;  it  was  absolutely 
requisite,  to  please  these  gentry,  that  it  should  be 
crammed  with  chords  of  the  second  major  and  minor, 
with  sevenths,  ninths,  fourths,  and  fifths,  employed 
without  reason  or  intention,  unless  that  of  being  as 
frequently  as  possible  harsh  to  the  ear.  These  mu- 
sicians took  a  fancy  for  dissonant  chords,  as  certain 
animals  have  a  predilection  for  salt,  prickly  plants, 
and  thorny  shrubs.  It  was  the  exaggeration  of 
reaction. 

Melody  was  not  to  be  found  among  these  fine 
combinations  ;  when  it  appeared,  it  was  cried  down, 
as  the  ruin  of  art,  the  neglect  of  time-honored  rules, 
&c.,  &c.;  all  was  apparently  lost.  Nevertheless, 
melody  maintained  its  ground  ;  a  reaction  of  melody, 
in  its  turn,  was  not  long  in  appearing.  There  were 
fanatical  melodists,  to  whom  every  piece  of  music  in 
more  than  three  parts  was  insupportable.  Some  of 
them   asserted    that,    in    a   majority   of   cases,  the 


subject  sEouId  be  accompanied,  by  a  bass  only, 
leaving  to  the  hearer  the  delight  of  imagining  the 
complemental  notes  of  the  chords.  Others  went 
still  farther,  desiring  to  have  no  accompaniment  at 
all,  affirming  that  harmony  was  but  a  barbarous 
invention. 

Then  came  the  turn  of  modulations.  At  the 
period  when  the  habit  was  to  modulate  only  in 
relative  keys,  the  first  who  ventured  to  pass  into  a 
foreigu  key,  was  treated  with  contumely, — as  might 
have  been  expected.  Whatever  the  effect  of  this 
new  modulation,  masters  severely  objected  to  it. 
The  innovator  vainly  pleaded  : — "  Listen  to  it ; 
observe  how  agreeably  it  is  brought  in,  how  well 
worked,  how  adroitly  linked  with  that  which  pre- 
cedes and  succeeds,  and  how  deliriously  it  sounds!" 
'^Thai's  not  the  question!"  was  the  reply.  "  This 
modulation  is  prohibited ;  therefore  it  must  not  be 
made  !"  But  as,  on  the  contrary,  that  is  the  precise 
question  throughout,  irrelative  modulations  did  not 
fail  soon  to  appear  in  grand  music,  aiding  in  produc- 
ing effects  no  less  felicitous  than  unexpected.  Al- 
most immediately  arose  a  new  order  of  pedantry ; 
when  people  thought  themselves  degraded  by  modii- 
lating  into  the  dominant;  and  who  frolicked  sweetly, 
in  the  smallest  rondo,  from  the  key  of  C  natural  into 
F^  major. 

Time,  little  by  little,  has  re-arranged  each  thing 
in  its  place.  A  too  rigid  adherence  to  custom  has 
been  distinguished  from  the  reactionsof  vanity,  folly, 
and  obstinacy  ;  and  it  is  pretty  generally  agreed  to 
allow,  at  present,  in  all  that  regards  harmony,  mel- 
ody, and  modulation,  that  whatever  produces  a  good 
effect  is  good,  as  that  whatever  produces  a  bad  one 
is  bad;  and  that  the  authority  of  a  hundred  old 
men,  even  if  they  were  each  a  hundred  and  twenty 
years  of  age,  cannot  make  ugly  that  which  is  beau- 
tiful, nor  beautiful  that  which  is  ugly. 

As  for  instrumentation,  expression,  and  rhythm, 
that  is  quite  another  affair.  Their  turn  for  being 
discerned,  denounced,  admitted,  fettered,  freed,  and 
exaggerated,  not  having  come  until  much  later,  they 
cannot  have  attained  the  point  previously  reached 
by  other  branches  of  the  art.  It  may  be  said,  that 
instrumentation,  as  first  in  order,  is  at  the  stage  of 
exaggeration. 

It  requires  much  time  to  discover  musical  Medi- 
terraneans ;  and  still  more,  to  master  their  naviga- 
tion. 


CHAPTER  I. 

Every  sonorous  body  employed  by  the  composer 
is  a  maaical  instrument.  Hence,  the  followinor  divi- 
sion of  the  means  now  at  his  disposal  : — 


Stringed  instruments 


Wind  instruments 


With  reeds  ■ 


Instruments 
of  percussion " 


f  Violins 
Their  vibration    Violas 
effected   by  the -^  Violes  d' amour 
bow  I  Violoncelli 

\.  Double  basses 
C  Harps 
Played  by  hand  <  Guitars 

(  Mandolins 
Witli  Iceys — Pianoforte, 
f  Hautboys 
Corni  Inglesi 
Bassoons 

Bassons  de  quinte 
Double-bassoons 
Clarinets 
Corni  di  bassetti 
Bass-clarinets 
[ Saxophones 
Without  reeds— Flutes, great  &  smaH 

(  Organ 
With  lieys  }  Melodium 
f  Concertina 

Horns 
Trumpets 
Comets 
Bugles 
Trombones 
Ophicleides 
Bombardons 
Bass-tubas 
women,   children, 
and  artificial  soprani. 

Kettle-drums 
Ancient  cymbals 
Sets  of  bells 
Glockenspiel 
Keyed  liarmonica 
Bells 
Drums 
Long-drums 
Tambours  de  basque  (or 
Cymbals    [Tambourine) 
Triangles 
Gongs 
Pavilion  Chinois. 


With  mouthpiece, 
and  of  brass 


Voices  of  men. 


Of  definite  sonorous- 
ness 


Of  indefinite 
sonorousness, 
and  producing 
various  charac- 
teristic noises 


The  employment  of  these  various  sonorous  ele- 
ments, and  their'application. — either  for  coloring 
the  melody,  harmony,  and  rhythm,  or  for  producing 
peculiar  impressions  (originating  or  not  in  au  in- 
tention of  expression)  independently  of  all  aid  from 
the  three  other  great  musical  powers, — constitutes 
the  art  of  instrumentation. 

Considered  in  its  poetical  aspect,  this  art  is  as 
little  to  be  taught,  as  that  of  inventing  beautiful 
subjects,  fine  successions  of  chords,  or  original  and 
striking  rhythmical  forms.  That  which  suits  various 
instruments,  that  which  is  practicable  or  not  for 
them,  easy  or  difficult,  dull  or  sonorous. — may  be 
indicated  ;  it  may  also  be  pointed  out,  that  such  and 
such  an  instrument  is  more  fitted  than  such  another, 
to  produce  certain  effects,  and  to  express  certain 
sentiments:  but  as  for  stating  their  due  grouping  and 
associating,  in  small  orchestras,  or  by  large  masses, — 
as  for  the  art  of  uniting  them,  mixing  them,  in  sucli 
a  way  as  to  modify  the  sound  of  some  by  that  of 
others,  giving  the  combined  effect  of_a  particular 
note,   which    could    be  i>rodnced  by   none  of  them 


singly,  nor  by  joining  it  to  instruments  of  its  own 
specie's, — this  can  only  be  done,  by  instancing  the 
results  obtained  by  masters  in  the  art.  and  tracing 
their  mode  of  procedure  ;  results  which,  doubtless, 
could  be  again  modified  a  thousand-fold,  well  or  ill, 
by  such  composers  as  should  reproduce  them. 

The  oiiject  of  this  work,  then,  is.  first, — the  indi- 
cation of  the  extent,  and  of  certain  essential  parts  of 
the  mechanism  of  instruments  ;  and  then,  the  study 
(hitherto  much  neglected)  of  the  nature  of  quality 
of  tone,  particular  character,  and  powers  of  expres- 
sion, pertaining  to  each  of  them  ;  and  lastly,  the  best 
method  known  of  proceeding,  in  order  to  group  them 
appropriately.  To  endeavor  to  step  beyond  that, 
would  be  setting  foot  on  the  domain  of  inspiration  ; 
where  genius  alone  is  capable  of  making  discoveries, 
because  to  genius  alone  is  reserved  the  right  of 
traversing  it. 


CHAPTER  II. 

Instro.ments  Plated  with  a  Bow. 

The  Violin. 

The  four  strings  of  a  violin  are  usually  tuned  by 
fifths  ;  thus : — 

1st  String, 
2nd  String, 
3rd  String, 
4th  String, 

The  highest  string,  E,  is  also  called  the  first 
string;  and  generally  known  as  such. 

These  strings,  when  the  fingers  of  the  left  hand 
do  not  modify  the  sound  by  shortening  more  or  less 
the  portion  affected  by  the  bow,  are  called  open 
strings :  the  notes  which  are  to  be  played  on  au  open 
string  being  indicated  by  an  0  placed  above  them. 

Some  eminent  composers  and  performers  have  not 
chosen  to  hold  themselves  restricted  to  this  method 
of  tuning  the  violin.  Pagauini,  in  order  to  give 
more  brilliancy  to  the  instrument,  occasionally  raised 
all  the  strings  half  a  tone : — 


i 


-^ 


r^ 


and,  consequently  transposing  his  part,  he  played 
in  DtJ,  while  the  orchestra  was  in  Ek,  and  in  AB, 
while  the  orchestra  was  in  Bl?,  &c.,  thus  keeping 
the  majority  of  his  strings  ope)2  /  the  sonorousness 
being  greater  when  open,  than  when  pressed  by  the 
finger,  in  keys  where  they  could  not  have  occurred, 
with  the  ordinary  method  of  tuning. 

De  Beriot  frequently  raises  merely  the  G  a  whole 
tone  in  his  concertos. 

Baillot,  on  the  contrary,  sometimes  lowers  the  G 
half  a  tone,  in  order  to  produce  softer  and  deeper 
effects. 

Winter  has  even  employed  Fjj  instead  of  the  G 
with  a  similar  intention. 

According  to  the  degree  of  skill  at  present  attained 
by  our  young  violinists,  this  is  about  the  extent 
which  may  be  assigned  to  the  violin  in  a  well-con- 
stituted orchestra : — 


With  all  the  phiomatic  intervals. 


^^53E«=£g 


.t  £  ^-:  E  $ 


-,_  _^_  _r_  _cz  -p_    -r-    _i 


pr 


The  great  performers  exceed  tliis  extent  of  the 
violin  by  several  notes  higher ;  and  even  in  the  or- 
chestra, a  farther  degree  ofacuteiiessmay  be  obtained 
by  means  of  Aarmon/cf,— of  wiiicb.  mention  will  be 
made  hereafter. 

Shakes  are  practicable  on  all  the  notes  of  this  long 
scale  of  three  octaves  and  a  half;  but  the  extreme 
difficulty  of  those  wliicli  occur  on  the  three  topmost 
notes — A,  B,  C,  is  to  be  dreaded  ;  and  in  tiie  orches- 
tra, it  would  be  even  prudent  not  to  employ  them. 

The  minor  shake  on  the  fourth  fri? 

string,  of  -the  G  to  the  A!?,  should 
be  avoided  as  much  as  possible  : — 
It  is  harsh  ;  and  itseffect  is  but  lit- 
tle agreeable. 

Chords  of  two,  tiiree,  or  four  notes,  which  may 
be  strucA;  or  plai/ed  in  arpeggio,  on  the  violin,  are 
very  numerous;  and  the  dififerent  effects  they  pro- 
duce extremely  various. 

Chords  of  two  notes,  resulting  from  wiiat  is  called 
the  double-string,  are  well  suited  to  melodious  de- 
signs, to  sustained  phrases  either _/br<e  ov piano,  to 
accompaniments  of  ail  kinds,  and  to  the  tremolo. 

.  Chords  of  three  or  four  notes,  on  the  contrary, 
produce  rather  a  bad  effect,  when  played  piano; 
tliey  seem  rich  and  energetic  only  when  played  loud 
and  boldly  ;  as  the  bow  can  tlien  strike  the  strings  suffi- 
ciently together  to  make  them  vibrate  simultaneously. 

It  should  not  be  forgotten,  that,  of  these  three  or 
four  notes,  two  at  most  can  be  sustained  :  the  bow 
being  compelled  to  quit  the  others,  as  soon  as  struck. 
It  is  therefore  useless,  in  a  slow  or  measured  move- 
ment, to  write  thus  : — 

-y-         -sr-         -IS- 

The  two  upper  notes  are  alone  capable  of  being  held 
on  ;  therefore,  it  is  better  to  indicate  the  passage  in 
this  way  : — 


-!?- 


;|^j;;^j^]^  or  p 


3=^Eli 


I 


I  I  :  III 

All  chords  contained  between  the  low  G  and  the 
low  ])  aie  evidently  impossiijle  ;  since  thei'e  is  only  a 
single  string  to  produce  the  two  notes.  When  there 
is  need  of  a  harmony  in  this  extreme  point  of  the  scale, 
it  can  be  obtained  in  the  orchestra  only  by  dividing 
the  violins.  This  division  is  indicated  by  the  Italian 
word  divisi;  or  by  the  Fi-ench  words  divisls  (divi- 
ded), and  a  deux  (in  two),  written  over  the  pas- 
sage : —  Divisi. 


The  violins  are  then  separated,  that  one  set  may 


play  the  high  part,  and  the  other  the  lower.  Begin- 
ning with  1)  (3rd  string)  all  intervals  of  a  second,  a 
third,  a  fifth,  a  sixth,  a  seventh,  an  octave,  are  prac- 
ticable. But  they  become  more  and  more  difficult  in 
proportion  as  they  advance  upon  the  high  strings. 


mill 


■With  the  chromatic 
intervala. 

P^T— t^— t^ With  the 

^         _^ohromati  o 

intervals. 


-J;  V  -•-        Easy 


More  and  more 
difficult. 


_^:*:5::^&c. 


±: 


zl^-±=- 


With  the 

chromatic 
intervals. 


-■^-t—      Easy.  More  and  more 


More  and  more 
difficult. 

-#-  -'•--^&c. 

-With  the 
chromatic 

-  intervals. 


More  and  more 
difficult. 


-F^IE 


-With  the 
_chrom.i.tic 

-intervals. 


— \-A--A-»- 
—4-*-    Easy. 


More  and  more 
diffi-ult. 


—I-  —I — S  ^        '     '     '  More  and  more 

#-  -*-      Easy.  difficult. 


With  the 

romatio 

.  intervals. 


•  ^ 


I—*  -»-=i-i — i— 


t-i=(i: 


-^  0 


■r- 


m. 


.=t=t: 


-  With  the 
.chromatic 
-intervals. 


Easy. 


More  and  more 
difficult. 


The  unison  is  sometimes  employed  on  a  double 
string ;  but,  besides  that  it  can  be  done  upon  many 
other  notes,  it  is  well  to  limit  it  to  these  three,  D.  A, 
E  ;  because  they  are  the  only  ones  that  of!er,  with  the 
facility  which  ensures  good  execution,  a  variety  of 
quality  in  tone,  and  a  force  of  sonorousness,  which 
result  from  the  circumstance  of  one  of  the  strings  be- 


ing open  :- 
0        0 


:1==i^- 


a 


In  the 
lother  uni- 
sons. 


r'r 


m 


there  is  no  open  string,  their  execution  becomes  rather 
difhcult,  and  consequently,  their  strict  intonation 
very  rare. 

A  bass  string  can  cross  an  upper  open  string,  by 
pursuing  an  ascending  movement  while  the  open 
string  remains  as  a  pedal  : — 

O — 0 — 0 — 0 — 0 ~1r    With  the 

\  ■-   — "    -"— " — i; HZZZrqnririzll:  chromatic 

:i::l=:]~j=J3:q=q=4:^:a.#— 4^— -lf-|E  intervals. 


-*-*-*, 


I    &    0 


0 


6 


It  will  be  seen  that  the  D,  here,  remains  open, 
while  the  ascending  scale  is  executed  throughout  upon 
the  fourth  string. 

The  intervals  of  a  ninth  and  a  tenth  are  feasible, 
but  mucli  less  easy  than  the  preeediug  ;  it  is  much 
better  not  to  write  them,  for  the  orchestra,  unless  the 
lower  string  is  open,  in  which  case  there  is  no  danger: 


Care  shoidd  be  taken  to  avoid,  as  excessively  diffi- 
cult,— not  to  say  impossible, — leaps  of  adouble  string, 
which  demand  an  immense  displacing  of  the  hand  : — 


In  general,  such  leaps  should  not  be  written,  unless 
the  two  upper  notes  belong  to  a  chord  of  four  notes 
which  may  be  struck  together  : — 


This  is  feasible,  because  the 
four  notes  may  be  struck  at 
once: — 

In  the  following  example,  however,  the  four  notes 
cannot  be  struck  simultaneously,  but  with  some  diflB- 
culty  (those  of  the  last  chord  alone  excepted) ;  and 
the  leap  from  low  to  high  is  not  less  easy, — the  two 
lower  notes  being  on  open  strings,  and  the  two  others 
with  the  first  and  third  finorers : — 


rOpO^ 


-::J"  o»o#  I.   ^■^'- 


Among  chords  of  three,  and  particularly  of  four 
notes,  the  best  and  most  sonorous  are  always  those 
which  contain  most  open  strings.  I  even  think  that 
if  none  of  these  strings  can  be  had,  for  a  chord  of  four 
notes,  it  is  better  to  rest  contented  with  a  chord  of 
three  notes. 

Here  are  those  most  used  ;  the  most  sonorous  and 
the  least  diflBcult  : — 


^^^^^^ 


E5FE^Ft^^E=t=5^E 


^: 


0 


0 


•1- 

0 


-^- 


0 


0*-  o*~  0"'"  0''"  0*-  0^ 


0 


'  I         J         0         0  110  I  I 


u^  .^  .^_   ^_,_       1^.0 


7^- 


giiiiiillii 


-ft 


:M^^r^l 


-#-  -* — 0-       -0-    n-a~      5*-  -#■ 


It  is  better  in  all  the  chords  marked  thus*  to  let 
them  remain  with  three  notes,  and  to  omit  the  lowest 
sound. 


-#— ^— * 


"F    f  >"   r  >   "# 


?    0-    -#- 


u^^ 


uH42^^^^^i-i4^ 


pffl^S^azIn 


r-q_w-^=i 


:#^: 


^ 


-jh  -#-   Tph  I 


-^^0-  -0-  -#-  ~4-  -4-  -^  1^  m-  -li- 

All  these  chords  linked  in  this  manner  are  not 
difficult. 

They  may  be  executed  in  arpeggio  ;  that  is  to  say, 
by  letting  their  notes  be  heard  consecutively,  from 
which  frequently  results  the  most  agreeable  effects — 
in  a.  pianissimo  especially  : — 


3- 


_L1  ^  >J. 


-^ 


-t-m «— I — .1 LL 


pp-it  4^  ^-^  -d^- 

Nevertheless,  there  are  designs,  similar  to  the 
preceding,  of  which  the  four  notes  cannot,  without 
extreme  difficulty,  be  played  at  once,  yet  which  are 
easily  executed  in  arpeggio:  by  means  of  the  first  and 
second  fingers  passing  from  the  fourth  string  to  the 
first,  in  order  to  produce  the  low  note  and  the  high 
note  : — 

a                        ,  'i 
^•-f-  ?f-P-  -0-0- 


By  omitting  the  high  note  or  the  low  note  of  the 
preceding  examples,  so  many  chords  of  three  notes 
are  obtained;  there  must  be  superadded  those  which 
result  from  the  various  notes  produced  by  the  first 
string  above  the  two  centre  ojyen.  strings,  or  by  the 
first  string,  and  the  A  above  the  open  D  only:  — 


n-*t-ti:titr;-F-t=c:=t_t: 


itl-fcf^ 


m 


i^i«»    y- 


tefe£^fci 


=^8^ 


If  it  be  required  to  strike  an  isolated  chord,  in  D 
minor  or  major,  the  disposition  of  letter  A  should  not 
be  employed,  being  too  difficult  when  not  led  up  to  ; 
it  is  better   to  take  the  following,  -fi-.    jfji- 

which     is     quite    easy,    and    more      ^  -| — ■    -| — 

sonorous,  on  account  of  the  effect  .^^L^L ^ :p 

of  the  two  open  strings  :  —  ^— C — ~#~     ' 

It  may  be  seen  by  the  preceding  examples  that  all 
chords  of  three  notes  are  possible  for  the  violin  ;  if 
care  be  taken,  in  those  which  contain  no  open  string 
to  spread  tlie  parts  sufficiently  to  allow  an  interval  of 
a  fifth  or  sixth  to  subsist  between  them.  The  sixth 
may  be  found  either  above  or  below,  or   in    both   at 

°"^^  •~     Sixth.  {  ^  Sixth.    -g=  Sixth.  {  fz__ 

Certain  chords  of  three  notes  being  praticable  in 
two  ways,  it  is  always  better  to  choose  that  one  which 
contains  an  open  string  : — 


Good. 


Better. 


Double  shakes  in  thirds  may  be  made,  beginning 
with  first  Bi?  below  : — 


y-t— 


mi 


—trz 


'4 


-^. 


^tr- 


'9- 

tr 


"^1        •     <r      •       . 

But  as  they  are  of  more  difficult  execution  than  sim- 
ple shakes,  and  as  the  same  effect  may  be  obtained  more 
neatly  by  means  of  two  separate  violin-parts,  it  is  bet- 
ter, in  general,  to  abstain  from  them  in  the  orchestra. 

The  tremolo,  simple  or  double,  by  many  violins, 
produces  several  excellent  effects;  it  expresses 
trouble,  agitation,  terror,  shades  oi piano,  of  mezzo- 
fortCy  and  oi fortissimo,  when  it  is  placed  on  one  or 
two  of  the  three  strings,  G,  D,  and  A;  and  wiien  it 
is  not  carried  much  above  the  middle  Blz : — 

Double  cord 


p^=4f=--fe 


i¥- 


i 


It  has  something  of  a  stormy, 
violent  ciiaracter.  in  tlie  fortis- 
simo on  the  middle  of  the  first 
or  second  strin"  : — 


//• 


It  becomes,  on  the  contrary,  aerial,  angelic,  when 
employed  in  several  parts,  and  pianissimo  on  the 
high  notes  of  tlie  first  string: —  1,^_ 


Ist  Violins. 


2iid  Violins. 


Ird  Violins, 
or  Violas. 


/V)_iS_Divisi.    zgr  .jff_ 


Occasion  may  here  be  taken  to  mention,  that  the 
custom  is  to  divide  the  violins  into  two  sets ;  but  there 
is  no  reason  why  they  should  not  be  subdivided  into 
two  or  three  sets,  according  to  the  object  which  the 
composer  has  in  view.  Sometimes,  it  is  even  ad- 
vantageous to  carry  the  number  of  violin  sets  up  to 
eight,  either  for  the  sake  of  isolating  from  the  grand 
mass  eight  single  violins  (playing  in  eight  parts),  or  in 
order  to  divide  the  whole  of  the  first  and  second  vio- 
lins into  four  equal  portions. 

To  return  to  the  tremolo.  The  chief  point,  in  or- 
der to  ensure  its  complete  effect,  is,  that  the  move- 
ment of  the  bow  shall  be  sufficiently  rapid  to  produce 
an  actual  tremulousness  or  quivering.  The  composer 
must  therefore  write  with  precision,  keeping  in  view 
the  nature  of  the  movement  itself,  in  which  the  tremo- 
lo occurs ;  for  the  performers,  delighted  to  avoid  a 
kind  of  execution  which  fatigues  them,  will  not  fain 
to  profit  by  any  latitude  which  may  be  left  them  in 
this  respect. 

Thus,  in  an  AUegro  assai,  if  this  were  to  be  writ- 
ten for  a  tremolo — 

—i-y-VL  which 
dtproduces 

the  tremulousness  would  certainly  exist ;  but  if  the 
tremolo  of  an  Adagio  were  indicated  also  by  semi- 
quavers ;  the  performers  would  strictly  keep  to  semi- 
quavers ;  of  which  the  result  would  be,  instead  of  a 
tremulousness,  an  effect  of  lieaviness  and  flatness  the 
most  detestable.  Therefore,  in  this  case,  it  should 
be  written  : — 


&a-jL  even  sometimes,  if  the  movement  is  still  slower 
than  an  Adagio:  — 


^1 


The  tremolo  below  and  in  the  middle  of  the  third 
and  of  the  fourth  string,  is  much  more  characteristic 
in  yoJ"</sstmo,  if  the  bow  strike  the  strings  near  the 
bridge.  In  large  orchestras,  and  where  tlie  perform- 
ers take  pains  to  give  its  full  effect,  it  produces  a  sound 
like  that  of  a  rapid  and  powerful  cascade.  This  mode 
of  execution  should  be  indicated  by  the  words  : — 
near  the  bridge. 

A  fine  application  of  this  kind  of  tremolo  occurs  in 
the  sceneof  the  oracle,  in  the  first  act  of  Gluck's  Alceste. 

The  effect  of  tlie  tremulousness  of  the  second  vio- 
lins and  violas,  is  there  redoubled  by  the  grand  and 
emphatic  protrressioii  of  the  Double-basses,  by  the 
blow  struck  from  time  to  time  in  the  first  violins,  by 
the  successive  iiitroiUiction  of  the  wind  instruments, 
and  lastly  by  the  sublime  recitative  wl>ich  this  surg- 
ing of  the  orciiestra  accompanies.  I  know  nothing 
of  this  kind,  more  dramatic  or  more  terrible. 

However,  the  idea  of  the  tremolo  near  the  bridge, 
not  having  been  expressed  by  Gluck  in  his  score,  can- 
not be  ascribed  to  iiim.  The  honor  of  it  reverts  en- 
tirely to  Mr.  Ilabeneck.  who,  when  directing  the  stud- 
ies of  the  Conservatorie  f)upils  in  this  stupendous 
scene,  desired  the  violins  to  try  this  energetic  style  of 
exection — of  which  the  advantage,  in  such  a  case,  is 
incontestible  : — 
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No.  1. 


Alceste. — GtuCK. 


Tlolios. 


\^i 


Tiolas.  1:^^:^^^^^ 


Hlsh  Priest. 


Double 
Basses. 


m^^ 


f 


W: 


fei--^- 


hmzxS. 


^^EEEtE 


'^^ 


-te= 


:W=i^: 


&»- 


^^^^^H^ 


--im 


zq:iarr-| — 1- 


^^^^1^ 


:6»ii5^ 


5= 


r±!^zf=tz: 


& 


ESt 


ig^.=^ 


Recitative. 


^0ff==tJ: 


fei:^' 


^^^^fefei^^E£EEgE£Etfe 


A-pollo    has  re-gard     to  our  distressful  pray'rs, 
Apollon    est  sensible   A  nos  gemis- semenls, 


f  Animated. 


bp- 


^^^E^^g^ 


S^ 


^ri^E^i^^Ele 


=r=s:z|rr^:H^r:^ 


^j'Vi'iS'- 


^- 


=e= 


^-Hr=g: 


Jtt: 


1^ 


-i=- 


^^^^^gEg^ 


^-^=^ 


EffZ5 


B^E 


E^-SE^^ 


.::&: 


S^§3 


^i^E^^^^^^^ 


and  with  portends  sure    conveys    to  me  th'as-suiance 
£t  des  si-gnea  cer  ■  tains  m'en  donnent  I'as-su  -  ran-ce 


hm_^- 


m^^^^^^^^^-m. 


Hautboys. 


Moderato. 


g§g;ggg|S=^gi: 


Fill'd  by  the  ho  -  ly  fire,      at  -  tendant  on  His  presence,      I  am  rais'd  by  his  pow'r  far  above  mortal  man. 
plein  de  I' esprit  di  -  vin      qu' inspire     sa  pre-  sen  ■  ce       je  me  sens  e  -  le  -  ver     audessus  d'un  mortel. 


m^^=^^^=='^=--=^ 


=:tS: 


-^-=^- 


-" P r-      !      tF 


sur  -  rounds  with  liglit  the  sta-tue, 
ni     •      tmi  -    re   la         statu  -    f 


W=9~^m       g      ~m=-  '^=-- 


-•  —  * — m- 

t"     I    — - 


-n 


m^ 


'^ 


"^m^^^^im^^^^^^^M 


w 


:?zz:5 


=!=:=^:t:i^j_S^. 


^fe»it 


-^^^i= 


a 


^ ?— 


-t^Et 


-_^. 


/ 


^^ 


3^ 


<« ■•• — ^ 


fey ^-^^-;-^--=^>' 


~? — -- 


t--- 


t:=t—i- 


V— I- 


i 


b# — #— #— « 


i?=tzt4;=t=t 


1^ 


and  on     the  al  -  tar  bums, 
et  hril  -  le  sur   I'autel 


all   proclaims  to  my  soul  that  the  God  comes  in 
tout  m'an-non-ce  da  Dieu  la  pr^sen  -  cesu    - 


gig». 


ag = 


m 


m 


m 


Q<s>- 


I 


1 


^= 


11^ 


-^ 


^ 


i^^ 


i^=ti^=^ 


SI 


^ 


^ 


.._-«_ 
;^^ 


iptpt 


ill 


-iS" 


S:^=Eli:^^ 


si- 


-==:P:: 


jEE;=teEEEi 


:5^: 


_i> — >— >- 


^-.bt      --- 


-a-> — >— ly— ::>. 

■4-  ^ 


l^^^^m^^^M 


person, 
pri-me 


and    of     our  fu  -  ture  fate         to        speak  himself  the       purport.      Feelings  of    n  Ho  -  ly  surrounding 
ce    dieu  sur  nos   des-tins         veut      s'ex-pU-quer  lui    ■    mS-me     I'hor-reur  d'une  sainte      ':pouvante 


lit 


»--«?-- 


;£ 


i 


BE 


#; 


i 


i 


i^ 


,_,_,_^t!|t 


Flutes 

-I 


„_J «- 


R^- 


^felip 


n 


#- 


-^i=^ 


1?^ 


^^^iiii 


•C- 


#^ 


— ^5 -^T5» ^ ^-| 


#■ 


--<9- 


F=^ 


I 


i;E^E5^EE«^ 


i^^-I^ 


fills  my  mind  with  aw-ful  dread  ; 
se    rt'pand  au-tour  demoi. 


i^E^^gE 


■0 — 0 — 0 — • — • — #-r 


the  ground  beneath  my  step  seems  to  be  fall    ing 
la     ter  -  resousmes  pas  fuit    et    se    preci    ■ 


9- 


^^iniiiiii^^ 


-J- 


10 


i 


i#-^j=p=^ 


-G>— -•--,  -t #— -; 1-  ,  - 


i^^m^^m 


:g=^^^^{ 


P^^^i^^'ng-i 


I 


— T — ^ T-f-: '=•1 — T — -a/sit  — 


r — 3^ 


jEpi^iir^-^ji^^g 


^^=?=t^¥=^^ 


:;;3Et 


l^^J^li^ 


from  me. 
pi  -  <€, 


i^ 


.-#-  -[ — 


Mar  -  ble     it  -  self  has     life, 
fe    mar  -  6re    est   ani  ■  me, 


ji^ii^4i^^fsi^i:t^ifeg 


]J- 


B€ 


^ 


t- 


i^^l^i^fe 


/_i 


^  '  '   J=J=^,=i^^==:«''- 


-0-0 0—0—0- 


vM 


I 


V~l — .      I — 7' 
Clarinets  in  C.        #  M'  j    J      ^       ^- 


:i?if=ifr:*=?i±=— ZE; 


-fc 


t=: 


;i 


Horns  iu  G. 


ff 


Trombones 


ff 


iei 


_SI 


^E^; 


^^■■ 


-^^^ 


-ff- 


r— <5'- 


ii5n=:r 


# 


— ?■ 


1q|?- 


--¥- 


0  -^  ^ 


ff 


'^ 


::&d= 


rH«- 


_:rt::z?=tr: 


— /t_ 


E|S 


-<«- 


:=T:^^ 


^ 


zi 


y 1 — e 


I 


■^-- 


ff 


# 


-iS'- 


^^ 


^eS 


:fe=qi| 


^:SS= 


^ 


1 


9i35 


0—0- 


='^q=p_^ 


-^— k^ 


^_^-g_«. 


The  ho  -  ly   tri  -  pod  trembles, 
le  saint  trepied  s'a-gi-te. 


I 


Terror  pervades  on  ov'-ry     side. 
tout  se  rcmplit  d'unj ustceffroi 


"m 


ff 


:^^^;^ 


::=tt- 


:t 


^ifHgpl^^lii.Wll^l 


^ 


He 

il 


now  will  speak.  Bent  low  with  fear  and  dread  re   -   spect,       peo  -  pie 
va      par'ler.       Sai-si     de  craiiite  et     de       res   -  pect  pen  -  pie 


ob  -  serve  a 

ob    serve  uii  pro 


per  -  feet 
-fond  si- 


--^r 


■^ 


:^ 


fc|*=3t 


I 


P 


P 


im 


m 


si  -  lence. 

//•H  -    cr. 


1^^^^^^^ 


1 JH y 

O      Queen,    quit  at  his    coming  these  the  empty    trappings    of      thy  pow  -  cr 
Rei  -  nc  de-pose   d     son    as-pect      le   vainorgueil       de     la       puisnan  -  ce 


Trem     -     ble ! 
Trem       -      hlr  I 


im^ii^r?^! 
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Advantt  Jeous   use   is   sometimes   made,    for    certain 
dramatic  accompaniments  of  an  agitated  character,  of 

the  broken  tremolo,  sometimes  i^ IZZT 
upon  one  string: — 


sometimes  upon  two  strings:  -^— ^ 


Lastly,  there  is  another  kind  of  tremolo,  never 
employed  now-a-days;  bnt  of  which  Gluck  has  made 
admirable  use  in  his  recitatives ;  and  may  be  entitled  the 
undulating  tremolo.  It  consists  of  a  not  very  rapid 
utterance  of  two  bound  notes  on  the  same  tone ;  while 
the  bow  never  quits  the  string. 

In  these  unmeasured  accompaniments,  the  performers 
cannot  precisely  hit  the  same  number  of  notes  played 
in  each  bar, — some  playing  more,  others  fewer;  and 
there  results  from  these  differences  a  sort  of  fluctuation, 
or  indecision  in  the  orchestra,  perfectly  adapted  for 
rendering  the  imeasiness  and  anxiety  of  certain  scenes. 
Gluck  wrote  thus: — 


or 


7> 


The  different  kinds  of  bowing  are  of  great  impor- 
tance, and  exercise  a  singular  Influence  on  the  sono- 
rousness and  the  expression  of  peculiar  featnres  and 
melodies.  They  should  therefore  be  carefully  indicated, 
— according  to  the  nature  of  the  idea  which  is  to  be 
conveyed — by  the  following  signs ; — 

For  detached  notes : — 


For  slurred  notes,  two  and  two : — 


For  extended  slurs : — 


=s^g^^ 


For  staccato,  or  lightly  detached  notes,  simple  or 
double,  which  are  to  be  executed  during  a  single  draw- 
ing of  the  bow,  by  means  of  a  succession  of  small  jerks 
advancing  as  little  as  possible . — 


Allegro. 


Andante. 


00A^\ 


rj-#-#-f?^i-.  •  •  •  • — ^ss^ 


For  markedly  detached  notes,  which  are  to  give  to 
the  string  all  possible  sonorousness,  by  permitting  it  to 
vibrate  alone  after  the  bow  has  vigorously  struck  it,  and 
which  particularly  suit  pieces  of  a  haughty,  grand  char- 
acter, and  of  moderate  movement: — 


Reiterated  notes,  two,  three,  and  four  times  (accord- 
ing to  the  rapidity  of  the  movement),  give  more  force 
and  agitation  to  tlie  sound  of  the  violins,  and  suit  many 
orchestral  effects,  in  all  kinds  of  shades : — 


Alkf/ro. 


i— • — * — •— ^i— i — *=^i#— — ■ 3 


Moderato.    _m_s^  a 


Andante  con  mnlo.   zf.' 


Nevertheless,  in  a  phrase  of  broad  movement  and 
vigorous  character,  simple  notes  markedly  detached, 
produce  a  much  better  effect,  when  a  true  tremolo  is  not 
employed  upon  each  note.    And  the  following  passage — 


.Largo 


=frt=f-^r;iii];::rt:=f:r^=;=i:z:l=:3 


would  be,— taking  into  consideration  the  slowness  of 
the  movement — of  an  incomparably  more  noble  and 
more  powerful  sonorousness,  than  this  one : — 

Composers  might  be  considered  too  minute  probably, 
should  they  indicate  the  movements  of  the  bow  in  their 
score;  still,  it  is  well,  when  a  passage  demands  light- 
ness, extreme  energy  or  amplitude  of  sound,  to  indicate 
the  mode  of  execution  by  these  words: — "'With  the 
point  oi  the  bow;"  or  ^' with  the  heel  of  the  bow:"  or 
"with  the  full  length  of  the  bow."  written  over  each 
note.  So  the  words, — "On  the  bridge,"  and  "On  the 
finger-board,"  designating  the  spot  nearer  or  farther 
from  the  bridge,  where  the  bow  should  strike  the  strings, 
the  same  remarks  may  apply.  Those  metallic  sounds, 
slightly  rough,  which  the  bow  draws  forth,  when  near 
the  bridge  differs  greatly  from  those  soft  veiled  sounds, 
which  are  generated  when  it  is  passed  across  the  finger- 
board. 

In  a  symphonic  piece,  where  the  terrible  mingles 
with  the  grotesque,  the  back  of  the  bow  has  been  em- 
ployed in  striking  the  strings.  The  use  of  this  whimsi- 
cal means  should  lie  very  rare,  and  maturely  considered ; 
and  moreover  it  has  perceptible  effect  only  in  a  large 
orchestra.  The  multitude  of  bows  then  falling  precipi- 
tately on  the  strings,  produces  a  sort  of  snapping  noise, 
which  would  be  scarcely  noticeable,  if  the  violins  were 
few  in  number,  so  weak  and  so  short-lived  is  the  sono- 
rousness thus  obtained. 

Harmonics  are  those  soimds  which  are  generated  by 
touching  the  strings  with  the  fingers  of  the  left  hand, 
so  as  to  divide  them  in  their  length,  yet  not  with  suffi- 
cient pressiu-e  to  place  them  in  contact  with  the  finger- 
board, as  is  the  case  for  ordinary  sounds. 

These  JIarmonics  possess  a  singular  character  of 
mysterious  softness;  and  the  extreme  acuteness  of 
some  of  them,  afford  the  violin,  in  the  upper  part,  an 
immense  compass.      They    are    natural,   or    artifitlaL 
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Natural  harmonics  are  those  whici)  are  produced  by  toucliiiig  certaio  points  of  open  strings.     Here  are  some  which  may  b« 
prodticed  most  surely  and  with  most  soDorousness  upon  each  string. 

The  black  notes  represent  the  real  harmonics  ;  and  the  white  notts  indicate  the  notes  touched  upon  the  open  string  : — 

8Ye. 
Sve.  Sve.  „  I  8ve. 

8ve.  ^ 


-I 


tialt,  Btring,  E. 


Seooud  string.  A, 


Third  striug,  D. 


Toarth  striug,  G. 


i 


-tK 


A  -^^^ 


=    _fi^. 


,1 


Ul    -s^ 


i 


::Bad.; 

8ve. 


8ve. 


8ve. 


^    -J- 


Sve.  J 

I  8ve.         — •-  I 


-&-*- 


..-L 


=IN= 


S^_J_ 


—Bad 

8ve. 


:3 


8ve. 


.jZJL^ 


E5^ 


li 


J    -^J-KiL 


Difficult. 


^ 


± 


± 


_:^LZE_i    .i- 


.L 


..J_ 


-i5>-0- 


_^      =-i 


-SJ~^0- 


Artificial  harmonics  are  to  be  obtained  very  distinctly  throughout  the  extent  of  the  gamut,  by  means  of  the  first  finger ; 
which,  firmly  pressed  upon  the  string,  while  the  other  fingers  touch  it,  serves  for  a  moveable  nut. 
Here  is  the  table  of  touched  intervals,  and  of  the  real  harmonics  which  they  produce  : — 

Real  Harmonics. 


The  touched  octave  gives  its  unison: 


^z 


4th  finger  touching  the  string. 

4  4  4  4  I 


1    With  tile  chromatic  interrals. 

This  fingering  is  little  used,  ex- 
cepting for  the  4th  string,    on 
^account  of  its  inconvenience. 


-:t 


Si- 


:^ 


--X 


-i~ 


The  touched  fifth  gives  its 
octave  above: 


m 


-^-  _.-  '^-  - 

•    1    1 

0  1st  finger  pressed. 
Real  harmonics.  _*. 


It 


EE 


4th  finger  touching  tlie  string. 


-zfc 


iw- 


-^-      -0-      If.'  1 

"     1st  finger  pressed 


This  fingering  is  more 
'easy  than  the  preceding, 
and  less  so  than  the  fol- 
lowing. 


The  touched    fourth 
gives  its  twelfth  above. 


It 


_^    It    fez 


:t:: 
-Xr- 


8ves. 


:^ 


:iL 


1^- 


Real  harmonics. 
Fingers  touching  the  string, 
— a 


1 


4 
-4- 


-«- 


0 


finger  pressed. 
This  fingering  is  the  most  easy,  and  is  that  which  is  to  be 
preferred  for  the  orchestra,  when  the  object  is  z:^z. 

not  to  obtain  as  a  real  harmonic  the  twelfth  of  

an  open  string  :  for  in  this  case  the  fingering  by 
fifth  is  preferable.  Thus,  in  order  to  sound 
singly  a  B  in  alt :  it  is  better  to  employ  this  po- 
sition :  on  account  of  the  open  E,  of  which  the 
touched  fifth  (B)  gives  its  octave  above  ;  and 
whioh  is  more  sonorous  than  a  string  upon  which 
the  first  finger  must  be  pressed  ;  as  for  ex- 
ample ; — 


<-      -J-       -«-  •I'iiinlllOll 


are  very  little  used 
less  well : 


the  harmonics  being  thus  produced  much 


^ 


which  gives  equally  : — 


The  touched  major 
third  gives  its  double  oc- 
tave above : 


The  minor  third  gives  its 
major  seventeenth  above. 


The  fingerings  of  the  touched  major  third  and 


m. 
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Real  Harmonica. 
3rd  finger  touched. 


3icl  t'mger  touched. 
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R«al  Harmonics. 


Fingers  touching. 
3         2         3 
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The  touched  major 
sixth  gives  its  twelftli 
above.  This  Hngeriug  is 
less  used  than  tiiat  of  the 
fourth  ;  it  is  nevertheless 
tolerably  good,  and  often 
useful :  — 


Finger  pressed. 


The  positions  of  touclied  fourth  and  fifth  are  undoubt- 
edly the  most  advantageous. 

Some  performeis  sound  double  strinus  in  harmonics; 
but  this  effect  is  so  difficult  to  obtain,  and  consequently, 
80  hazardous,  th.at  composers  can  Tiever  be  advised  to 
write  it. 

The  harmonics  of  the  fourth  strin?,  iiave  sonietliins;of 
the  quality  of  a  flute;  they  aie  preferable  for  delivering 
a  slow  air.  Paganini  employed  thein  with  wonderful  suc- 
cess in  the  prayer  of  Moses.  The  harmonics  of  the  other 
strings  acquire  more  delicacy  and  tenuity  in  proportion 
as  they  areliigber:  it  is  precisely  thiscliaracter.  and  their 
crystalline  quality  which  renders  them  appropriate  to 
chords  that  may  be  called  fairy-like, — that  is  to  say,  to 
those  effects  of  harmony  which  inspire  brilliant  musings, 
and  carry  the  imagination  towards  the  most  graceful  fic- 
tions of  the  poetical  and  supernatural  world.  However 
No.  2. 
Solo  Imo. — Allegro. 


they  may  have  become  familiar,  now-a-days,  to  our  young 
violinists,  they  should  never  be  employed  in  a  lively 
movement;  or,  at  least,  care  should  be  taken  not  to  give 
them  rapid  successions  of  notes,  if  their  perfect  execution 
is  to  be  ensured. 

It  is  lawful  for  a  composer  to  write  them  in  two,  three, 
and  even  in  four  parts,  according  to  the  number  of  violin 
parts.  The  effect  of  sach  chords  sustained,  is  very  re- 
markable, if  it  be  warranted  by  the  subject  of  the  piece, 
and  well  mingled  with  the  rest  of  the  orchestration.  I 
have  employed  them  for  the  first  lime,  in  three  parts,  in 
the  scherzo  of  a  symphony,  above  a  fourth  violiu  part  not 
in  harmonics,  which  s/c/Z.vs  continually  on  the  least  high 
note.  The  extreme  delicacy  of  the  harmonics  is  still 
more  enhanced  in  this  passage,  by  the  use  of  sordines; 
and,  thus  deadened,  thi;y  issue  among  the  ultra  heights 
of  the  musical  scale,  where  it  would  be  impossible  to  at- 
tain, with  ordinary  sounds. 

It  would  be  well,  in  writing  such  chords  in  harmonics, 
not  to  neglect  designating  by  notes  of  different  shape  and 
size,  placed  one  above  another,  thf  nut"  for  the.  fim/er  touch- 
inn  the  slrin(i,  and  that  of  the  mil.  haniionic  (when  touching 
an  open  siring)  and  thf.  nnle  of  the.  fiinjir  prpyssing.  that  of  the 
finiji'r  tonrlihiij  the  string,  and  that  of  the  real  harmoiiir,  in  the 
Other  cases.  It  is  therefore  sometimes  necessary  to  em- 
ploy three  signs  together  for  a  single  sound;  as  without 
this  precaution,  the  execution  might  become  an  inextri- 
cable muddle,  in  which  t)ie  author  liimself  would  have 
difficulty  in  recognizing  his  own  production. 

Romeo  and  Juliet. — Beblioz. 


Flutes. 


Corno  Inglese. 


Clar.  In  Bt>. 


lat  Harps,    j 


2iid  Harps. 


let  Violins 
divided. 


Sod  Violins 
dlTided. 


Violas. 


Ut  T^IonceUi. 


l^E?=ii^iEl^=i5^i 


Solo. 


i^=3|i=api^±{^32 


i^i^i^l^i^-E 


tr  tr  tr 


Keal  harmonic. 


Harmonics. 
Real  harmonic. 
Finger  touching  the  open  string.  • 


-8ve. 


0 


V' 


15 


^:^P^=:~5=.£-Th— rg 


PPP 


.«- 


:_i_^.. 


Ill 

i 


P/^A*  Hannonics. 


» 1 1  \ — j 1-0 1 1 — \ 1 — \\-0^ — w' — 1-)- 


i^  Pizz. 


il^fj] 


^t 


Sordines  (or  mutes)  are  little  wooden  implements 
whcih  are  placed  on  the  bridge  of  stringed  instru- 
ments in  order  to  deaden  their  sonorousness;  and 
which  give  them  at  the  same  time  a  mournful,  mys- 
terious, and  softened  tone,  which  is  frequently  to  be 
felicitously  applied  in  all  styles  of  music.  Sordines 
are  most  generally  used  in  slow  pieces  ;  but  they  serve 
scarcely  less  well,  when  the  subject  of  the  piece  ad- 
mits it,  for  rapid  and  light  designs,  or  for  accompani- 
ments of  hurried  rhythm.  Gluck  lias  effectually 
proved  this  in  his  sublime  Italian  monologue  of 
Alceste,  "  Chi  mi  parla." 

The  custom  is,  when  employing  sordines,  to  cause 
them  to  be  used  by  all  the  band  of  stringed  instru- 
ments ;  nevertheless,  there  are  certain  circumstances, 
more  frequent  than  may  be  imagined,  under  whicli 
sordines  placed  in  a  single  part  (in  the  first  violins. 
for  instance),  will  colour  the  instrumentation  with  a 


PI  1)1  Pizz. 

very  particular  impression,  by  the  mixture  of  clear 
sounds  and  veiled  sounds.  There  are  others  also, 
where  the  character  of  the  melody  is  sufficiently  dis- 
similar from  tliat  of  the  accompaniments,  which  ren- 
der the  use  of  the  sordine  advisable. 

The  composer,  when  introducing  the  use  of  sor- 
dines in  the  middle  of  a  piece  (which  is  indicated  by 
these  words  '■•con  sordini^''),  should  not  forget  to 
give  the  performers  time  to  take  them  and  place  them; 
consequently,  he  will  be  careful  to  arrange  a  previous 
rest  for  the  violin  parts  about  equivalent  to  the  dura- 
tion of  two  bars  in  four-time  {moderato.) 

A  rest  of  such  length  is  not  necessary,  when  the 
words  "  senza  sordini  "  indicate  they  are  to  be  re- 
moved ;  this  operation  requiring  much  less  time. 
The  sudden  transition  of  sounds  thus  deadened  in  a 
muss  of  violins,  to  sounds  clear  and  natural  {without 
sordines),  is  often  of  immense  effect. 


SCHEKZO.  — Preslissimo. 


^cvsto  and  JulUt.—JfVKJat. 


Tlotes. 


Clarinets    in 


let  Violins 
divided. 


2nd  Tiolins 
divided. 
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Violins. 


Viola. 


Bantbojs. 


ObAliuiieau. 


Saasoons. 


Alceste. 


Violoncellos. 


Double-Bass. 


Andanle  non  mollo. 
Con  Sordini. 
H- 
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Alceste.     (Gluck.  > 


Coii  Sordini. 
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This  instrument  is  obsolete  aud  quite  unknown  at  the  present  day. 
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The  Pizzicato  is  still  in  general  use  for  instruments 
played  with  the  bow.  The  sounds  obtained  by  vibrating 
ihe  strings  with  the  finger,  produce  accompaninients  ap- 
proved by  singers,  since  they  do  not  cover  the  voice;  they 
do  well  also  for  symphonic  effects,  even  in  vigorous  or- 
chestral sallies,  either  in  trie  whole  band  of  stri«iged  in- 
struments, or  in  one  or  two  parts  alone. 
Adagio.  _^_ 


Flnte. 


Hautboys. 
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Here  is  a  charming  example  of  the  employment  of 
the  Pizzii:nto  in  the  second  violins,  violas,  and  basses,  while 
the  first  violins  are  playing  with  the  bow.  These  con- 
trasted effects  of  sound  blend,  here,  in  a  truly  marvellous 
style,  with  the  melodious  sighs  of  the  clarinet,  whose  ex- 
pression they  serve  to  heighten: — 


No.  S. 


Symphony  ia  B  flat. — Beethoven. 


Viola. 


Violoncello. 


Doublt-bass. 


'Z[) 


^Bl 


1    I 


±=t 


i: 


i 


77 


^^, 


fe 


?=8 


9 F^^ £ 


» #■ 


•* • 


.      . 


i-fE^=ft^=f: 


-^^=f 


^:^ 1 -f^T- 


:?S 


3^i: 


PiZZ. 


P' 


-# — — # ^ .— 


^^ 


^: 


fe 


ii^ 


fe 


Pizz.    J) 


rt= 


b'K 


:^: 


:t: 


m 


-7—?—?- 


;^- 


;ll 


/ 


Eg^'^pEEr^|E^=gzzgEg:[j 


^^ 


S=i 


21 


If  the  pizzicato  be  employed  in  a  j'orte,  it  becomes 
necessary  to  write  it,  generally,  neither  too  high  nor  too 
low;  the  extreme  upper  notes  being  shi-ill  and  wiry,  and 
the  deeper  ones  too  dull.  Thus,  in  a  strenuous  tutti 
of  wind  instruments,  a  remarkably  impressive  effect 
will  result  from  a  pizzicato  like  this,  assigned  to  all  the 
stringed  instrimients : — 


Pizz. 


Pizzicato  chords  of  two,  three,  and  four  notes,  are  equal- 
ly valuable  in  a  fortissimo;  the  single  finger  which 
violinists  use,  then  traverses  the  strings  so  rapidly  that 
they  seem  struck  altogether,  and  vibrate  almost  simul- 
taneously. 

Acconipaniments  pizzicato  piano,  have  always  a  grace- 
ful effect;  they  afford  a  sense  of  repose  to  the  hearer, 
and  impart — when  not  abused — variety  to  the  aspect  of 
the  orchestra.  In  future,  doubtless,  more  original  and 
striking  effects  will  be  obtained  from  pizzicato,  than  have 
hitherto  been  essayed.  Violinists,  not  consideriug  piz- 
zicato as  an  integral  portion  of  violin-playing,  have 
studied  it  but  little.  Even  yet,  they  have  only  care  to  use 
the  thmnb  and  forefinger  in  playing  pizzicato ;  so  that  they 
have  never  been  able  to  execute  passages  or  arpeggios 
more  rapid  than  the  semiquavers  of  a  bar  in  fourtime  of 
very  moderate  rate.  Instead  of  which,  if,  laying  down 
their  bow,  they  were  to  use  the  thumb  and  three  fingers, 
letting  the  little  finger  support  the  right  hand,  by  resting 
upon  the  violin,  as  when  playing  the  guitar,  they  would 
soon  obtain  facility  in  executing  passages  such  as  the 
following, — impossible  at  present : — 

The  figiiie  placed  above  the  nocps,  show  the  fingers  of  the  right  hand 
that  are  employed  ;  a+  iudicating  the  thumb. 

3      2       1 
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Allegri 
troppo. 
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The  double  and  triple  iteration  of  the  upper  notes,  in 
the  two  last  examples,  becomes  extremely  easy,  by  the 
successive  use  of  the  first  and  second  finger  on  the  same 
string. 

Neither  arc  small  bound  notes  impracticable  in  pizzi- 
cato.    The  following  phrase  from  the  Scherzo  of  Beetho- 
ven's Symphony  in  C  minor,  containing  some  of  them, 
is  always  well  executed: — 
Allt</ro. 
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Some  of  our  young  violinists  have  learned  from  Paga- 
nini  to  execute  rapid  pizzicato  descending  scales,  by 
plucking  the  strings  with  the  fingers  of  the  left  hand 
resting  on  the  neck  of  the  instrument,  and  the  pizzicato 
passages  (still  with  the  left  hand)  with  a  mixture  of 
strokes  from  the  bow,  or  even  as  serving  for  accompani- 
ment to  ■an  air  played  by  the  bow.  These  various  feats 
will  doubtless  become,  in  course  of  time,  familiar  to 
every  violin-performer;  and  then,  will  be  available  in 
composition. 

Violins  are  able,  now-a-days,  to  execute  whatever  they 
will.  They  play  up  to  the  extreme  height,  as  easily  as 
in  the  middle;  passages  the  most  rapid,  designs  the 
most  eccentric  do  not  dismay  them.  In  au  orchestra, 
where  they  are  sufficiently  numerous,  that  which  one 
fails  to  perform,  is  done  by  others;  and  the  result  is, 
that  without  any  apparent  mistake,  the  phrase  is  deliv- 
ered as  the  author  wrote  it. 

In  cases,  however,  where  the  rapidity,  complication, 
and  height  of  a  passage  would  render  it  too  hazardous, 
or  merely  that  more  sm-eness  and  neatness  of  execution 
should  be  obtained,  it  should  be  dispersed ;  that  is  to  say, 
the  mass  of  violins  should  be  divided,  and  one  portion 
given  to  some,  and  the  rest  to  others.  In  this  way,  the 
passage  of  each  part,  is  sprinkled  with  little  rests  unper- 
ceived  by  the  hearer ;  thus  allowing,  as  it  were,  breathing- 
space  to  the  violinists,  and  affording  them  time  to  take 
the  difficulties  carefully,  so  as  to  give  the  necessary 
firmness  for  a  vigorous  mastery  of  the  strings : — 
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Here  the  division  becomes  unuecessary :  the  passage  presenting  no  difficulty,  dispersing  it  would  only  weaken  the  general  effect  of  the  violin! 
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Here,  the  dispersion 


If  it  be  desired  to  have  a  similar  or  still  more  difficult 
passage  played  by  the  whole  mass  of  violins,  it  will  be  al- 
ways better,  as  in  the  precedinsj  example,  to  divide  the 
first  violins  into  two  sets,  and  the  second  violins  also, 
causing  these  latter  to  double  the  two  parts  of  the  first 
violins,  than  to  allow  all  the  first  violins  to  play  one  por- 
tion, and  all  the  second  violins  another;  for  the  distance 
of  the  two  points  ofde/xirture  of  the  sounds,  will  break  the 
unity  of  tlie  passage,  rendering  the  join  too  apparent. 


1st  Violins, 
divided. 


Whereas,  the  same  division  occurring  on  both  sides  among 
the  two  sets  of  violins,  and  between  the  two  performers 
who  read  from  the  same  desk,  one  playing  the  first  part 
and  the  other  the  second,  it  follows  that  the  divided  sets 
are  so  near  each  other  that  it  is  impossible  to  perceive 
the  dispersion  of  the  passage,  and  the  hearer  may  imag- 
ine it  to  be  executed  entire  by  all  the  violins.  It  should 
therefore  be  written  thus: 


Snd  Violius, 
divided. 


Moreover,  this  mode  of  procedure  is  applicable  to  all 
the  parts  of  the  orchestra  which  possess  in  themselves 
analogies  of  quality  of  tone  or  lightness;  and  it  should 
he  employed  in  all  cases  where  a  phrase  is  too  difficult  to 
admit  of  being  well  executed  by  a  single  instrument,  or 
single  set  of  instruments. 

I  think  there  might  be  better  use  made  in  the  orches- 
tra, than  has  hitherto  been  done,  of  phrases  on  the  fourth 

4th  string. '■~'""^'' ^^,^,~^ —       3j.jj  string.' 


string;  and,  for  certain  melodies,  of  the  high  notes  of  the 
third  string.  When  use  is  thus  made  of  a  particular 
string,  it  should  be  indicated  with  precision  whereabouts 
this  string  is  to  be  used  inclusively;  otherwise,  the  per- 
formers would  not  fail  to  indulge  in  the  habit  and  facility 
of  passing  from  one  string  to  another,  and  playing  the 
phrase  in  the  usual  way : — 
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It  frequently  happens,  that,  in  order  to  give  a  passage 
greater  energy,  the  first  violins  are  doubled  by  the  second 
violins  an  octave  lower;  bat,  if  the  passage  do  not  lie  ex- 
cessively high,  it  is  better  to  double  them  in  unison.  The 
effect  is  thus  incomparably  finer  and  more  forcible.  The 
overwhelming  effect  of  the  peroration  of  the  first  move- 


ment in  Beethoven's  C  miuor  Symphony,  is  attributable 
to  an  unison  of  the  violins.  It  happens  even,  in  such  a 
case,  that  if,  the  violins  being  thus  together,  their  addi- 
tional force  should  be  desirable  by  subjoining  the  violas 
an  octave  below,  this  weak  lower  doubling,  on  account 
of  the   disproportionate  upper  part,   produces  a  futile 
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marmuring,  by  which  the  vibration  of  the  high  violin  I  cellos,  takiiic  care  to  put  them  together  (as  much  as  the 
notes  are  rather  obscured  tliau  assisted.  It  is  preferable,  low  compass  of  the  instrument  will  permit  j  in  the  unisoa 
if  the  viola  part  cannot  be  planned  in  a  prominent  man-  and  not  in  the  octave.  That  Is  what  Beethoven  has 
ner,  to  employ  it  in  augmenting  the  sound  of  the  violon-  I  done  in  the  following  passage: — 

No.   6.  Symphnni/ in  C  minor.— 3eETHO\ZN. 
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Violins  are  more  brilliant,  and  play  more  easily  in  keys  which  leave  thera  the  use  of  the  open  strings.  The  key 
of  C,  alone,  appears  to  form  an  exception  to  this  rule,  on  account  of  its  sonorousness,  which  is  evidently  less  thai 
that  of  the  keys  of  A  and  E.  although  it  keeps  four  open  strinsfs,  while  A  keeps  but  three,  and  E  two  only.  The 
quality  of  the  various  keys  for  the  violin  may  be  thus  characterized;  together  with  their  greater  or  less  facility  c. 
execution :  — 


C. 

CJ. 
Db. 

Dfl. 
■Ea.. 


Major. 
Easy.  Grave  ;  but  dull  and  vague. 

Very  difiScult.  Less  vague  ;  and  more  elegant. 

Difficult;    but  less  so     Majestic, 
than  tho  preceding. 

Gay,  noisy,  and    rather   com- 
monplace. 
DuU. 
Majestic  ;    tolerably  sonorous  ; 

soft ;  grave. 
Brilliant ;  pompous  ;  noble. 


Easy. 

Almost  impracticable. 


Efl.  Not  very  difficult. 

F|j.  Impracticable. 

FU.  Easy. 

Ff.  Very  difficult. 

Gfe.  Very  difficult. 

Gtt  Easy. 

Gf.  Nearly  impracticable. 

A|j.  Not  very  difficult. 

Afl.  Easy. 

A{.  Impracticable. 

B|i.  Easy. 

Ba.  Not  very  difficult. 

Go..  Almost  impracticable. 


Energetic  ;  vigorous. 

Brilliant ;  dashing. 
Less  brilliant;  more  tender. 
Rather  gay;  and  slightly  com- 
monplace. 
Dull;  but  uoble. 

Soft;  veiled;  very  nobla. 

Brilliant;  elegant;  joyous. 

Noble;  but  without  pomp. 
Noble  ;  sonorous  ;  radiant. 
Noble  ;  but  not  very  sonorous. 


MiNOK. 


c. 

Easy. 

Gloomy  ;  not  very  sonorous. 

c«. 

Tolerably  easy 

Tragic  ;  sonorous  ;  elegant. 

D|2. 

Very  difficult. 

Serious  ;  not  very  sonorous. 

DD. 

Easy. 

Lugubrious  ;    sonorous;    some 
what  commonplace. 

D«. 

Almost  impracticable. 

Dull. 

Ifc. 

Difficult. 

Very  vague  ;  and  very  mourn- 
ful. 

ED. 

Easy. 

Screamy ;  and  slightly  com- 
monplace. 

F^- 

Impracticable. 

Ffl. 

Rather  difficult. 

Not  very  sonorous;  gloomy; 
violent. 

FJ. 

Less  difficult. 

Tragic  ;  sonorous  ;  dashing. 

Gl,. 

Impracticable. 

Ga. 

Easy. 

Melancholy  ;  tolerably  sonor- 
ous ;  soft. 

G«. 

Very  difficult. 

Not  very  sonorous  ;  mournful; 
elegant. 

Afe. 

Very  difficult ;    almost 

Very  dull,  and  mournful;  but 

impracticable. 

noble. 

Aa. 

Easy. 

Tolerably  sonorous ;  soft ; 
mournful ;  rather  noble. 

A«. 

Impracticable. 

Bb. 

Difficult. 

Gloomy  ;  dull  ,  hoarse ;  but 
noble. 

Ba. 

Easy. 

Very  sonorous  ;  wild ;  rough  ; 
ominous;  violent. 

Cb. 

Impracticable, 
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Instrumentti  pluijed  with  a  how,  of  which  the 
combination  foriivs  what  is  somewhat  improperly 
termed  a  quatuor,  are  the  base  and  constituent  ele- 
ment of  the  whole  orchestra.  From  them  is  evolved 
the  greatest  power  of  expression,  and  an  incontestable 
variety  of  different  qualities  of  tone.  Violins  particu- 
larly are  capable  of  a  host  of  apparently  inconsistent 
shades  of  expression.  They  possess  (as  a  whole) 
force,  lightness,  grace,  accents  both  gloomy  and  gay. 
thought,  and  passion.  The  only  point  is,  to  know 
how  to  make  them  speak.  Moreover,  it  is  not  need- 
ful to  calculate  for  them. — as  for  wind  instruments — 
the  darsLtxoa  of  ii  holdinf/ note,  and  to  contrive  for 
them  occasional  rests  ;  they  are  sure  never  to  be  out 
of  breath.  Violins  are  faithful,  iutelligeut,  active 
and  indefatigable  servants. 

Slow  and  tender  melodies,  confided  too  often  now-a- 
days,  to  the  wind  instruments,  are  nevertheless  never 
better  rendered  than  by  a  mass  of  violins.  Nothing 
can  equal  the  touching  sweetness  of  u  score  of  first 
strings  made  to  sing  by  twenty  well-skilled  bows. 
That  is,  in  fact,  the  true  female  voice  of  the  orchestra, 
— a  voice  at  once  passionate  and  chaste,  heart-rend- 
ing, yet  soft,  which  can  weep,  sigh,  and  lament,  chant. 
pray,  and  muse,  or  burst  forth  into  joyous  accents, 
as  none  other  can  do.  An  imperceptible  movement 
of  the  arm,  an  almost  unconscious  sentiment  on  the 
part  of  him  who  experiences  it,  producing  scarcely 
any  apparent  effect  wiien  executed  by  a  single  violin, 
shall,  when  multiplied  by  a  number  of  them  in  unison, 
give  forth  enchanting  gradation,  irresistible  impulse, 
and  accents  which  penetrate  to  the  very  heart's  core. 

CHAPTER  TIL 

The   Viola. 

The  four  strings  of  the  viola  are  generally  tuned  in 
Sfths,  like  those  of  the  violin  ;  and  at  a  fifth  below 
*l>em  : — 


m 


Its  ordinary  compass  is  at  least  three  octaves  : — 


-1)—*- 


-li—*- 


-i=i-t 


-#— ^ 
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Wl'h  the  ohromatio 
interrala. 


It  is  written  on  the  C  clef  (3rd  line)  ;  and  on  the 
G  clef,  when  it  extends  high. 

What  has  been  said  in  Chapter  II.  on  the  subject 
of  shakes,  bowing,  chords  struck  together  or  played 
arpeggio,  harmonics,  (fee,  is  throughout  applicable  to 
the  viola, — considered  as  a  violin  a  fifth  lower. 


Of  all  the  instruments  in  the  orchestra,  the  one 
whose  excellent  qualities  have  been  longest  misap- 
preciated,  is  the  viola.  It  is  no  less  agile  than  the 
violin,  the  sound  of  its  strings  is  peculiarly  telling,  its 
upper  notes  are  distinguished  by  their  mournfully 
passionate  accent,  and  its  quality  of  tone  altogether,  of 
a  profound  melancholy,  differs  from  thai  of  other  in- 
struments played  with  a  bow.  It  has  nevertheless, 
been  long  neglected,  or  put  to  a  use  as  unimportant 
as  ineffectual, — that  of  merely  doubling,  in  octave, 
the  upper  part  of  the  bass.  There  are  many  causes 
that  have  operated  to  induce  the  unjust  servitude  of 
this  nobl(!  instrument.  In  the  first  place,  the  majori- 
ty of  the  composers  of  the  last  century,  rarely  writing 
four  real  parts,  scarcely  knew  what  to  do  with  it ;  and 
when  they  did  not  readily  find  some  filling-up  notes 
in  the  chords,  for  it  to  do,  they  hastily  wrote  the  fatal 
col  Sasso, — sometimes  with  so  much  inattention, 
that  it  produced  a  doubling  in  the  octave  of  the  basses, 
irreconcilable,  either  with  the  harmony,  or  the  melody 
or  with  both  one  and  the  other.  Moreover,  it  was 
unfortunately  impossible,  at  that  time,  to  write  any- 
thing for  the  violas  of  a  prominent  character,  requiring 
even  ordinary  skill  in  execution.  Viola  players  were 
always  taken  from  among  the  refuse  of  violinists. 
When  a  musician  found  himself  incapable  of  credita- 
bly filling  the  place  of  violinist, he  took  refuge  among 
the  violas.  Hence  it  arose,  that  the  viola  [)erformerB 
knew  neither  how  to  play  the  violin  nor  the  viola.  It 
must  even  be  admitted  that  at  the  present  timi;,  this 
prejudice  against  the  viola  part  is  not  altogether  de- 
stroyed ;  and  that  there  are  still,  in  the  best  orchestras 
many  viola-players  who  are  not  more  proficient  on 
that  instrument  than  on  the  violin.  But  the  mischief 
resulting  from  this  forbearance  towards  them,  is  daily 
becoming  more  felt ;  and,  lif.tle  by  little,  the  viola 
will  like  other  instruments,  be  confided  only  to  clever 
hands.  Its  qualit)  of  tone  so  strongly  attracts  and 
captivates  the  attention,  that  it  is  not  neces.sary 
to  have  in  the  orchestra,  quite  so  many  violas  as  sec- 
ond violins  ;  and  the  expressive  powers  of  this  quality 
of  tone  are  so  marked,  that,  in  the  rare  occasions 
when  the  old  masters  afforded  its  display,  it  never 
failed  to  fulfil  their  intention.  The  profound  im- 
pression is  '^•'ell  known,  which  is  produced  by  that 
movement  \n  the  Iphigenia  in  Tauride;  where 
Orestes,  overcome  with  fatigue,  panting  oppressed 
with  remorse,  grows  more  tranquil  as  he  repeats  : — • 
"  Composure  lulls  .again  my  heart !"  while  the  or- 
chestra, deeply  agitated  utters  sobs,  and  convulsive 
sighs,  attended  throughout  by  the  fearful  and  perse- 
vering mutter  of  the  violas.  Although,  in  this 
unspeakably  fine  piece  of  inspiration,  there  is  not  a 
note  of  voice  or  instruments  without  its  sublime  in- 
tention, yet  it  should  be  noted  that  the  fascination 
exercised  over  the  hearers,  and  the  sensation  of  horror 
which  causes  their  eyes  to  dilate  and  fill  with  tears, 
are  principally  attributable  to  the  viola  part.io  the  qual- 
ity of  its  third  string,  to  its  syncopated  rhythm,  and 
to  the  strange  effect  of  unison  resulting  from  the  syn- 
copation of  the  A  abruptly  broken  oflf  in  the  middle  by 
another  A  in  the  basses  marking  a diflferent  rhythm : — 


TioUiiB. 


Tiolas. 


Orestes. 


Basses. 


Andiiuti. 
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No.   7. 


Iphigenia  in  Tauriile.—GLVCK. 
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In  the  overture  of  Ipluqenia  in  Aulidr,  Gluck  has  inge- 
niously made  ihein  sustain  alone  the  lower  part  of  the 
harmony;  not  so  mucli,  in  this  case,  for  the  sake  of 
producins  an  eff<>ct  arisincc  from  the  peculiarity  of  their 
quality  of  tone,  but  in  order  to  accompany  as  softly  as 
possible  the  air  of  the  first  violins,  and  to  heighten  the 
tremendous  impression  of  the  basses  coming  in  upon  the 
forte  after  a  considerable  number  of  rests.  Sacchini  has 
also  given  the  lower  part  to  the  violas  alone,  in  the  air 
of  (Edipus: — "  Your  court  became  my  refuge;  "  without 
intending,  however,  to  prepare  an  outburst.  On  the 
contrary,  the  instrumentation  here  gives  to  the  phrase 
of  melody  it  accompanies,  a  most  delicious  calm  and 
freshness.  Melodies  on  the  high  strings  of  the  viola 
have  a  marvellous  beauty  in  scenes  of  a  religious  and 
antique  characer.  Spontini  was  the  first  to  conceive 
the  idea  of  assigning  the  melody  to  them  in  several  pas- 
sages of  his  admirable  prayers  in  the  Vcstnle.  Mehul, 
allured  by  the  sympathy  existing  between  the  tone  of 
the  viola  and  the  imaginative  character  of  Ossianic 
poetry,  constantly  availed  himself  of  them,  even  to  the 
exclusion  of  the  violins,  in  his  opera  of  Uihil.  Hence 
arose  what  the  critics  of  the  time  called  an  intolerable 
monotony  detrimental  to  the  work's  success.  It  was  in 
reference  to  this,  that  Gre'try  exclaimed: — "I'd  give  a 
guinea  to  hear  a>rf  sinitq  !  "  This  quality  of  the' viola, 
— so  choice  when  it  is  judiciously  employed,  and  skil- 


Baasoons. 


VloUiia. 


ViolM. 


Violoncello. 


Doable-baas. 


,     Andante  con  moto 


fully  contrasted  with  the  qualities  of  tone  of  violins  and 
other  instruments, —  necessarily  soon  palls;  it  is  too 
unvaried,  and  too  much  imbued  with  mournfulness,  for 
this  to  be  otherwise.  It  is  not  uiif  requent,  at  the  present 
day,  to  divide  the  violas  into  first  violas  and  second 
violas;  and  in  orchestras  like  that  of  the  opera,  where 
they  are  almost  sufficiently  numerous,  there  is  no  difli- 
culLy  in  writmg  for  them  thus;  but  in  others,  where 
there  are  scarcely  four  or  five  violas,  this  division  can 
only  serve  to  dhninish  the  effect  of  a  body  already  so 
weak  in  itself,  and  which  the  other  instruments  are  ever 
tending  to  overwhelm.  It  should  also  be  remarked  that 
the  majority  of  violas  at  present^  used  in  our  French 
orchestras  are  far  from  possessing  the  requisite  degree  of 
power;  they  have  neitlier  the  size,  nor  consequently  the 
strength  of  lone  of  veritable  violas — being  almost  violins 
strung  with  viola  strings.  Musical  directors  should  ab- 
solutely prohibit  the  use  of  these  mongrel  instruments; 
the  slender  sonorousness  of  which  impairs  one  of  the 
most  interesting  parts  in  the  orchestra,  by  depriving  it 
of  energy,  and  of  its  fine  depth  of  tone. 

When  the  violoncellos  play  the  air,  it  is  sometimes 
excellent  to  double  them  in  unison  by  the  violas.  The 
tone  of  the  violoncellos  then  acquires  additional  round- 
ness and  purity,  without  becoming  less  predominant. 
As  an  example  of  this, — here  is  the  theme  of  the  Adagio 
in  Beethoven's  C  minor  Symphony  : — 


Symphony  in  C  minor. — Beetuoven. 
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The   Viole  d^ Amour. 

This  instrument  is  rather  larger  than  the  viola.  It  has 
almost  universally  fallen  into  disuse;  and  were  it  not  for 
Mr. Urban — the  only  player  of  the  instrument  in  Paris, 
— it  would  be  known  to  us  only  by  name. 

It  has  seven  catgut  strings,  the  three  lowest  of  which — like 
the  C  and  G  of  the  viola, — are  covered  with  silver  wire. 
Below  the  neck  of  the  instrument,  and  passing  beneath 
tlie  bridge,  are  seven  more  strings,  of  metal,  tunedjn  unison 
with  the  others,  so  as  to  \ibr;ile  ympatheiically  with  them; 
thereby  giving  to  the  instrument  a  second  resonance,  full 
of  sweetness  and  mystery.  It  was  formerly  tuned  in  sev- 
eral different  whimsical  ways;  but  Mr.  Urban  has  adopted 
the  following  mode  of  tuning  in  thirds  and  fourths, — as 
the  most  simple,  and  the  most  rational : — 

1st  String  -  -  -^- 
2nd  do 


-m 
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3rd  do  ■  ~ 

l4th  do 

-5th  do  -  -    ii^— 

-6t,h  do  -   -    US^— 

7th  do  -  -    ff^- 


The  compass  of  the  viole  d'amour  is  three  octaves  and 
a  half,  at  least.  It  is  written — like  the  viola, — on  two 
clefs : — 
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With  the  Chromatic  Intervals. 


Thus  may  be  seen,  by  the  disposal  of  its  strings,  that  the 
viole  d'amour  is  peculiarly  appropriate  to  chords  of  three, 
four,  or  more  notes,  whether  played  arpeggio,  or  struck, 
or  sustained;  and  above  all,  to  melodies  of  double  notes 
Only,  it  is  evident  that,  in  designing  luf  monies  for  this  in- 
strument, a  different  plan  must  be  pursued  from  that 
employed  for  violins,  violas,  and  violoncellos,  which  are 
tuned  by  fifths;  and  that  care  must  be  taken  to  avoid  the 
notes  of  chords  beyond  a  third  or  fourth  in  general,  un- 
less the  lower  string  be  an  open  strini;.  Thus,  the  A  of 
the  second  octave  gives  <n'ery  latitude  to  the  high  D,  to 
extend  its  scale  above  itself: — 


It  is  needless  to  observe  that  the  chords  of  the  minor  third 
and  the  second — 


tt 


i 


are  impracticable  below;  since  the  sounds  that  constitute 
theni  are  necessarily  on  the  D  string.  A  moment's  reflec- 
tion shows  similar  impossibilities  on  the  lowest  string  of 
all  instruments  played  with  a  bow. 

Harmonics  have  an  admirable  effect  on  the  viole 
d'amour.  They  are  obtained  precisely  in  the  same  way 
as  those  of  the  violin  and  viola;  excepting  that  its  seven 
open  strings  being  disposed  as  a  common  chord,  give  the 
viole  d'amour  great  facility  in  producitig  with  rapidity 
the  arpeggios  of  its  chord  of  D  major,  in  the  octave  and 
double  octave  above;  those  of  the  chord  of  A  major  in 
the  twelfth  above;  and  those  of  the  chord  of  Ft  major  in 
the  seventeenth  above  : — 


Touching 

the 
octaves. 


Finger  touching  the  ottave. 


-r5_    0  0  0   0  0   0  ^; 


TciiicbiuK 

the 

fifth 


Finger  touchiug  the  flttli      ■— ^ 


Cuff gz^i  yrrzjs- — . — .._ 


Viole  d'iunour 


Haonl 


VioloDeello. 


Doable-bass. 


0     0 
Andanle. 


By  tlies'  examples  it  will  be  seen  lliat  if  it  be  proposed 
to  use  these  charming  ai-peggios  of  the  viole  d'amoiir, 
the  keys  of  D,  G,  A,  FjJ,  or  BJ,  are  those  which  will  best 
allow  of  so  doing.  As  these  three  chords  would  doubt- 
less not  suffice  for  accompanying  unintermittingly  an  air 
somewhat  modulated,  there  is  no  reason  why  a  set  of 
violes  d'amour  should  not  be  had,  tuned  in  a  different  way 
in  C,  for  example;  or  in  Djj;  according  to  the  chords  re- 
quired by  the  composer  for  liis  piece.  The  extreme  charm 
of  these  arpeggio  harmonics  on  the  open  strings,  quite 
deserve  that  every  pains  should  be  taken  to  render  them 
available. 

The  quality  of  the  viole  d'amour  is  faint  and  sweet; 
there  is  something  semphir  \n  it — partaking  at  once  of  the 
viola,  and  of  the  harmonics  of  the  violin.  It  is  pecu- 
liarly suitable  to  the  legato  style,  to  dreamy  melodies, 
and  to  the  expression  of  ecstatic  or  religious  feelings. 
Mons.  Meyerbeer  has  felicitously  introduced  it  in  Raoul's 
Romance,  in  the  first  act  of  the   Hugurnotn  :  — 


The.  Hmpienots. — MeYERBEEB. 


Reoit. 


9Jpi 


1^ 


Drawn  with  the  bow 


■4:--  ■ 


view 
teur. 


Here    dis  -  clos'd   to     my 
Vient  a'of-Jrir      a  ■  mes 


I 


■¥^ 


/TV 

I  I  T  '      r 


Drawn  with  the  how. 


vn  with  the  how.  4       0 

;^^  „  '  ,  ,  '    '    I  ■^■■1..     iik«H   -*-      '  I  '_^_ 


Harmonics.     Riien. 


llEliil 


'^m^i\ 


;^l] 


m 


^ 


But  this  is  merely  a  solo  effect.  What  would  not  be 
that,  in  an  andante,  of  a  mass  of  violes  d'amour  playing  a 
fine  prayer  in  several  parts,  or  accompanying  with  their 
sustained  harmonies,  a  melody  of  violas,  orof  violoncell- 
os, or  of  conii  iiiglesi,  or  of  a  horn,  or  of  a  flute  in  its 


middle  part,  mingled  with  harp  arpeggios!  It  would  real- 
ly be  a  great  pity  to  allow  this  choice  instrument  to 
become  lost;  upon  which  any  violinist  might  learn  to  play, 
by  a  iew  weeks'  practice. 
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CHAPTER  V. 

TIte    Violoncello. 

Its  four  strings  are  tuned  in  fifths,  and  precisely  an 
octave  lower  than  the  four  strings  of  the  viola: — 


9iEi 


-1st  string - 


-2nd  String  - 


m 


3rd  String- 

4thStriug  #- 

Its  compass  may  be,   even  in  the  orchestra,  three 
octaves  and  a  half: — 


With  the  Chromatic  Intervals. 

The  great  performers  go  still  higher;  but,  in  general, 
these  extreme  upper  notes — which  liave  no  beauty  ex- 
cepting in  the  conclusion  of  slow  passages — are  seldom 
given  in  natural  sounds ;  they  are  mostly  taken  in  har- 
monics, which  are  produced  more  easily,  and  are  of  bet- 
ter quality.  It  may  not  be  amiss,  before  going  farther, 
to  premonish  the  reader  of  the  double  sense  given  to  the 
G  clef  in  violoncello  music.  When  it  is  written  from 
the  commencement  of  a  piece,  or  immediately  after  the 
V  clef,  it  presents  to  the  eye  the  octave  above  the  real 
sounds: — 


-ah   •- 


It  has  its  full  value  only  when  succeeding  the  C  clef 
(on  the  fourth  line) ;  in  which  case  it  represents  the  real 
sounds,  and  not  their  octave  above: — 


m^ 


Effect.— 
Uoison  of 
the  Violins. 


This  custom,  which  there  is  nothing  to  justify,  leads 
to  errors  the  more  frequent,  from  certain  violoncellists 
refusing  to  conform  to  it,  and  choosing  to  receive  the 
G  clef  in  its  true  acceptation.  In  order  to  avoid  all 
misconception,  it  will  be  here  employed  only  after  the 
C  clef ;  and  when  this  would  lead  us  too  far  beyond  the 
stave,  the  G  clef  shall  always  represent  the  real  sounds, 
as  in  the  preceding  example. 

That  which  has  been  said  respecting  double  strings, 
arpeggios,  shakes,  and  the  bowing  of  the  violin,  applies 
equally  to  the  violoncello.  It  should,  however,  never  be 
lost  sight  of,  that  the  violoncello  strings,  being  longer 
than  those  of  the  violin,  demand  a  wider  extension  of 
the  fingers  of  the  left  hand:  whence  it  follows  that  pas- 
sages of  tenths  on  a  double  string,  practicable  on  the 
violin  and  viola,  are  not  so  on  the  violoncello;  and  that 
an  isolated  tenth  cannot  be  struck,  unless  the  lower  note 
is  on  an  open  string. 


S- 


-<9- 


-T 


The     following     tenths  — 

would  be  impossible: —        ^1 — ->5- 


The  violoncello,  on  account  of  the  depth  of  its  quality 
and  the  thickness  of  its  strings,  is  not  susceptible  of  the 
extreme  agility  belonging  to  the  violin  and  viola.  As  to 
the  natural  and  artificial  harmonics— of  which  frequent 
use  is  made  on  the  violoncello  in  solo  passages, — they 
are  obtained  by  the  same  means  as  those  of  the  violin 
and  viola.  The  length  of  its  strings  even  contributes  to 
render  the  extreme  upper  notes  in  harmonics,  which  are 
produced  near  the  bridge,  much  more  easy  and  more 
beautiful  than  those  of  the  violin.  Here  Is  a  table  of 
those  which  are  best  obtained  from  each  string : — 


8ves.  -  -  loco.  ^  8ves.  -  -  - 


1st 
string. 


2nd 
string. 


3rd 
string. 


4th 
string. 


1^ 


Real  harmonics.  8ves.  -  -  - 


^>^-..%^f-. 


=t: 


000  0  0*^     bOOO      000000 

Fingers  touching  the  open  strings. 


uSves.  -  loco.  M 


■I 1 #-H 


Real  harmonics' 


'.-Af^- 


O    n    n     O    n  l\    C\    (\   *J    'f\      n       r>    /^     A       ,%    « 


00000  000 

Fingers  touching  the  string 


0    0     0  0    0     0  0 

A- 


"Rpn.l  linrTYin-nipQ      *-'  I 


Real  harmonics, 
0  0  0 


-«hs: 


-I- 


H 1 H 


0    0  0      0  0 

Fingers  touching  the  string. 


0  0  0  0  0     0  0 


I 


Real  harmonics. 


Fingers  touching  the  string. 


The  best  way  of  obtaining  artificial  harmonics,  is  that 
which  consists  in  touching  the  fourth,  while  the  first 
finger  or  thumb,  strongly  pressed,  forms  the  factitious 
movable  nut: — 


-f-ft 


^^^m^^ 


9^ 


=1 


r  r  K   ^^' 
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This  fingering  is  even  almost  the  only  one  practicable 
on  the  violoncello;  the  position  of  the  fifth  touched, 
could  hardly  be  used,  excepting  in  the  upper  part,  of  the 
string;  because  the  distances  and  the  proportions  becom- 
ing much  smaller  than  in  the  lower,  and  the  extension 
of  the  left  hand  proportionably  less,  they  then  allow  of 
the  fifth  being  touched  with  the  fourth  finger,  while  the 
thumb  serves  for  the  nut. 


=^ 


WE 


t- 


b     b 


4 


b  b 


m 

b 


(The  sign  b  indicates  that  the  thumb  is  to  be  placed 
transversely  across  the  strings. ) 


Scale  of  natural  and  artificial  harmonics : — 


Example  of  harmonics: — 


-0  ^- 


fird 


Si^^i^ 


^-f- 


Real  harmonics. 


I 


-t 


^a^^ 


b  bbbbbbbbb 


Harmonies  in  harmonics  on  the  violoncello  would 
doubtless  have  a  charming  effect  in  the  orchestra,  where 
the  piece  was  soft  and  slow ;  nevertheless,  it  is  easier, 
and  consequently  less  hazardous,  to  obtain  the  same 
result  by  means  of  divided  violins  playing  high  on  the 
first  string  with  sordines.  These  two  qualities  of  tone 
resemble  each  other  so  closely  as  to  be  almost  undistin- 
guishable. 


l3t  Violon- 
cellos. 


2nd  Violon- 
cellos. 


3rd  Violon- 
cellos. 


gg3ggaJE|dE5E|3gj 


0        10        1 
The  same   passage    reproduced    exactly,   and 
easily,  in  usual  sounds,  by  violins :- 


let  Violins. 


1 

more 


2nd  Violins. 


3rd  Violins. 


Con  sordini. 


To  violoncellos  in  the  orchestra,  is  ordinarily  given  the 
part  of  the  double-bass;  which  they  double,  an  octave 
above  or  in  unison:  but  there  are  many  instances  when 
it  is  advisable  to  separate  them,  either  to  let  them  play 
on  the  high  strings,  a  melody  or  melodious  phrase;  or 
to  take  advantage  of  their  peculiar  sonorousness  on  an 
open  string,  for  producing  a  specific  hai-monial  effect,  by 
writing  their  part  below  the  double-basses,  or,  lastly,  to 
assign  them  a  part  nearly  like  that  of  the  double-basses, 
but  giving  them  more  rapid  notes,  which  the  latter  could 
not  well  execute. 


VioloDcellos. 


Allepro  non  Impfio.    

~/~^  -^^"^  ^^  ^^  r^^*   "■^■■^     ^^     ^mmm^mf—  fi  —  *^=^       -=^  *'= 


Double-basses. : 


aiife-Eg^EJ^^EpEJEi?;Eg^«gS3:Ej:ig^gfea 


Here  the  part  of  the  violoncellos,  more  agitated  and 
turbulent  in  its  movement,  nevertheless  plays  nearly  the 
same  notes  as  that  of  the  double  basses,  the  design  of 
which  it  follows  almost  throughout.  In  the  following 
example,  on  the  contrary,  the  violoncellos  are  entirely 
distinct  from  the  double-basses,  and  go  beneath  them,  in 


order  to  obtain  the  tremendous  conflict  of  the  minor 
second  below,  and  at  the  same  time  the  rough  vibration 
of  the  C — the  fourth  open  string  of  the  violoncello — 
while  the  double  basses  grind  out  against  the  high  octave 
of  this  C,  the  BJI],  which  they  take  forcibly  on  their  first 
string : — 
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Flute*. 


Hautboys. 


Clarinets  in  A. 


Horns  in  El 


w 


Horns  in  D. 


Horns  in  A  S 
high. 


Horus  in  C. 


Violins. 


3 


lieqiiiein. — Berlioz. 

-0- ^ 

SB 


-0 — 0- 
-0 — 0- 


Isfct 


.?/• 


■'/  = 


:ss' 


-?- 


i 


— ts>— 


=k.-- 


?/ 


4=^ 


■!/"^ 


■?/■ 


l«|S*==g! 


?/■  = 


:5=ti 


=i=ji 


!ea==}3 


■^/^ 


^g 


?/• 


■!/"' 


=&f=e;e 


•!/■ 


■!/•  = 


^^eg=Ef^: 


e 


;tg 


•?/■ 


•'/= 


EGEfE 


EE 


__,*_ 


=1 


•!/ 


-,e:_^_ 


•/= 


V'iT!^& — ^b- 1  ts^-»-»^»-»-aSi-^'-^-^-^— ^-*5^*-r'i*-»+**-»-  ^-•-g-*-^ -0-^^-0—^-7^0 


^=ieE^?: 


Violas. 


Sopranos. 


Tenors. 


Ba-ises. 


Violoacellos. 


Double-basses. 


gfe^jfes 


:t==:p-~ 


•? 1-- 


:5=it^ 


^r 


^f~- 


«/' 


^ 


S 


fe^iS 


^/i;*: t;*- 


^^^^:^= 


5i= 


s.rt 


4= 


«-:t 


■!/■-*'- 


J'lam     - 


'/ 


mis 


cri  -  bu.s 


i!^S==i? 


Si 


Flam 


•'/ 


t^. 


^^m^^EE-:^ 


mi3 


cri  -  bus 


:5=t: 


Flam 


e=2 


:=t=t3 


« 


cri  -  bus 


-M=z*- 


iife*^i 


Double  string. 

(2 


:£= 


?/■ 


:t 


«/^ 


?/• 


■ ^  A     A 


A     A 

#- 


Silence. 


^M=-i=M=^^^,f^=^=^M=^M=h=-^ 


k     A     A 
■*-  »•-  »•-  »•- 


•^  ^ ^  -(•-*- 

1  — — I — tHi — p—i. TJ 


-  AAA      


ca      me. 

A      A      A 


tis vo    -    ca      me. 


ca      me. 

A       \     -i- 

» — » — :; — T 1 


A        A      -#- 


vo    -   ca       me. 


Silence. 


•—-— -Itr' i A A- 


I 


The  composer  should  never — without  an  excellent 
reason,  that  is  to  say,  without  bein»  sure  of  producin;? 
thereby  a  very  marked  effect — eutirely  separate  the 
violoncellos  and  double-basses;  nor  even  write  them,  as 
many  authors  have  done  a  double  octave  above.  Such 
procedure  has  the  result  of  considerably  weakening  the 
sonorousness  of  the  f  uiidatnentai  notes  of  the  hannoiiy. 
The  bass  part,  thus  forsaken  by  the  violoncellos,  becomes 
dull,  bald,  extremely  heavy,  and  ill-connected  with  the 
upper  parts,  which  are  held  at  too  great,  distance  l>y  tiie 


extreme  depth  of  tone  of  the  double-basses.  When  it  is 
required  to  produce  a  very  soft  harmony  of  stringed 
iti.'.truments,  it  is.  on  the  contrary,  often  well  to  give  tlie 
bass  to  the  violoncellos,  omitting  the  double-basses,  as 
Weber  has  done,  in  the  accompaniment  to  \\\e.  Andanit  of 
Agatha's  sublime  air,  in  the  second  act  of  the  Frfpchiiz. 
It"  is  worthy  of  remark  in  this  example,  that  the  violas 
alone  give  the  bass  beneath  a  harmony  of  violins  in  four 
parts  ;  tlie  violoncellos  only  coining  in,  a  little  later,  to 
double  the  violas:  — 


Vhitea. 


OboM. 


Clarinets. 


Baooons. 


Ylolins. 


Andante. 
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No.  11. 


Adagio,     Der  Freyschitz — Wbbeb. 


-f5> Sf- 


^^ 


P. 


^p^^H 


I^Ei^^-te 


E 


^ 


^ w- 


d=i 


P^ 1 — gr-r — L3=j_ 


-^— w- 


'Mm 


r^^ 


-4  F^ 


Divtsi.  con  sordini. 


▼tola. 


^?- 


/ 


M 


.ppiT  ~^-f~  %Tr  ^^ 

Divisi.  con  sordini.        ^       ^       ~y    ♦'J 


PeE 


-fl^- 


/«' 


r^ 


-i — 1^ 


^|leEg=J^E£ 


-w ^ 


:=r 


-?iiSi^i:i^ 


AGATHA.  ^=^^-fc=^=r-,»- 


•^.=>' 


W 


^sfeSs^ 


SfieE 


Oh       love 
Ear/  -  on 


^^m 


zt — r — r- 


ly      ni?lit 
ne  aux  Cieux 


Soft  -  ly  sighs  the 

Ma     pri    ■     e    -   re. 


■^"T^^^st- 


-is:^^ 


-s 


5J|iE=E 


s  r 


^-=^- 


■^i^i=>' 


=-^ 


m 


S    7> 


&'i 


"^■Qi 


^^ 


^fe 


'^lltj'^rs 


fv 


1 M— 


r     r 


-1^ 


-¥iEH: 


g 


--j-^.^. 


v-,ice 
prends 


of        ev' 


thro 


^^i 


:^ 


ning.  steal  -  ing,        thro"  yon       wil    -    low     grove,      While  the 

Its  vers       les         spheres         e  -  ter  -  net        -        lei  6  pha 


ZiS-T. 


m 


VP 
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^^^^^^, 


^iil: 


i; 


^ 


1^ 


;^^i^ 


^m 


;i^ 


^l^lif; 


il=! 


fh.. 


» 1 i  —I — |_::l-|<^rt— I- 


-HS— ^- 


:J^z±d 


=^ES:}i=l 


^Wtr'-i 


-F: 


^tt 


stars,   lilifi 
ton    -  fires, 


;uar  -      di  -   an       spi  -  rits, 

im        -      mor    -    tel  -  !es 


Set 


their    night     •    ly watch     a 

le  -    vez    ma  voix    au    Roi      des 


bove 
Rois. 


lit: 


lit:: 


P 


-P 


^ 


-  -#- 


Mi^^^l 


PJ^gS 


iA=^-=->^ 


» 


Si 


^Si 


/ 


I 


* 


i||^^E3^£ 


ii 


lij^ 


ny. 


l^iSilglis^^^iiiiiis}iiil^i=:gs-3 


Tliro'the  dark  blue  vault  of  aether       Silence  reigns  with  soothing  pow'r,  Bat    a  storm  o'er  yonder  mountain.   Darkly 
QutlbeaucieLcC    que    a'itai  -  Us     dans  les      vou-tes  de    I'a-zur    main   qiioi  sous  de    sombres    mi-  les     J  nan   - 


:ee 


^m 


li^i^iii: 


Ada'jio. 


tfejifeU^^ 


i^^^m^ 


pp 


'i^^mmi 


iiff==-=^i 


r7>^-w\^p- 


a^ 


ilfeE^I=fe=J 


^;? 


;i§^^5Eg^^g^^^^^il3^ 


i 


brooding,  seems     to    lour :      and      along     yon    forest's     aide    clouds    of  dark-ness  slow  -  ly        glide. 
zon     devient         obs  '  cur      quels     nil-  a    -  ncx    en     che '  min      que      (Vo -ra  -  ge.^  pmir    de    -    main. 


Oh    what 
Dcs      ur 


Violoncellos  together,  to  the  amount  of  eight  or  ten,  are 
essentially  melodious  ;  their  quality,  on  the  upper  strings,  is 
one  of  the  most  expressive  in  the  orchestra.  Nothing  is  more 
voluptuously  melancholy,  or  more  suited  to  the  utterance  of 
tender,  languishing  themes,  than  a  mass  of  violoncellos  playing 
in  unison  upon  their  first  string.  They  are  also  excellent  for 
airs  of  a  religious  character  ;  when  the  composer  ought  to  select 
the  strings  upon  which  the  phrase  should  be  executed.  The 
two  lower  strings.  C  and  G,  especially  in  keys  which  permit 


Adatjlo  aoatenuto 


the  use  of  them  as  open  strings,  are  of  a  smooth  and  deep  sono- 
rousness, perfectly  appropriate  in  such  a  case ;  but  their  depth 
itself  scarcely  ever  permits  of  giving  them  any  other  than 
basses  more  or  less  melodious, — the  actual  airs  being  reserved 
for  the  upper  strings.  Weber,  in  the  Overture  to  Oberon.  has, 
with  rare  felicity,  caused  the  violoncellos  to  sin(j  above  ;  while 
the  two  clarinets  in  A,  in  unison,  give  beneath  them  their  lower 
notes.     It  is  both  new  and  striking : — 


Ohrron. — ^WJBBKII. 


Clarinets  in  A. 


Horns  in  D. 


Horns  in  AS. 


rrumpets  in  D. 


Kettle-drums 
in  D. 


Violino. 


Violas. 


Violoncelloa. 


Sawes. 
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Flute. 


P^=^E^Si3^Eg^ESi^}^^^^E^| 


-f— ?-?--- 


Senza  sordini,      ff  ^ 


3?='S-l^=3f* 


p-?-^?=-- 


-5*-  -    n- ff 

Althoua;h  our  violoncello-players  of  the  present  day  are  I  and  seconds ;  the  firsts  executing  a  special  part  of  melody- 


very  skilful,  and  well  able  to  execute  all  sorts  of  difficul- 
ties, yet  it  is  seldom  that  rapid  passages  of  violoncellos 
do  not  produce  some  confusion  in  the  lower  part.  As  for 
those  which  require  the  use  of  the  thumb,  and  lie  among 
the  higher  notes,  there  is  less  to  be  expected;  they  are 
not  very  sonorous,  and  are  always  of  dubious  precision. 
In  modern  richly  filled  orchestras,  where  the  violoncellos 
are   numerous,   they  are   frequently  divided   into  firsts 


or  harmony,  and  the  seconds  doubling  the  double-basses, 
either  in  octave  or  in  unison.  Sometimes  even,  for 
accompaniments  of  a  melancholy,  veiled,  and  mysterious 
characler,  the  bass  is  left  to  the  double-basses  alone, 
while  above  them  are  designed  two  different  parts  for 
the  violoncellos,  which,  joining  the  viola  part,  give  a 
four-part  deep  harmony.  This  method  is  rarely  well- 
contrived;  and  care  should  be  taken  not  to  misuse  it. 


Flutes. 


Como  Inglese. 


Clarinets  iu  A. 


Violins. 


Violas. 
COD  Sordiui. 


Ist  Vlnloncellos. 
COD  Soidioi. 


2nd  Violoncellos, 
con  Sordini. 


Double-basses. 
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The  tremolo  in  doiib'.p  t  Iring,  and  arpeggios  in  forte, 
suit  violoncellos  po;fectly;  they  add  greatly  to  the  rich- 
ness of  the  harmony,  and  augment  the  general  sonorous- 
ness of  the  orchestra.  Rossini,  in  the  introduction  of 
th^  overture  to  Gui'laume  Tell,  has  written  a  quintett 
for  five  solo  violoncellos,  accompanied  in  pizzi(-ato  by 
the  other  violoncellos,  divided  into  firsts  and  seconds. 
Thos?  deep-toned  qualities  of  the  same  kind,  are  there 
of  excellent  effect;  and  serve  to  make  still  more  im- 
pres^iive  the  brilliant  orchestration  of  the  succeeding 
Allegro. 

The  pizzicato  of  the  violoncello  cannot  have  much 
rapidity,  and  the  means  proposed  for  improving  the 
execution  of  that  of  violins,  cannot  avail  in  this  case, 
owing  to  the  thickness  and  tension  of  the  strings,  and 
to  their  too  great  eln'ation  above  the  finger-board  of  the 
instrument.  According  to  the  procedure  generally  in 
use,  players  seldom  exceed,  in  pizzicato,  the  rapidity  of 
eif/ht  quavers  in  a  bar  in  two-time  (Allegro  non  troppo), 
or  that  of  twelve  semiquavers,  arpeggio,  in  a  g  bar 
(Andantino). 

Allegro  non  troppo. 


Pizzicato. 


CHAPTER  VI. 

Double-basses. 

There  are  two  kinds;  those  with  three,  and  those 
•with  four  strings.  Those  with  three  strings  are  tuned 
in  fifths  :— 


i 


Those  with  four,  are  tuned  in  fourths ; — 

The  sound  of  both  is  an  octave  lower  than  the  note 
written.  Their  compass  in  the  orchestra  is  two  octaves 
and  a  quarter;  allowing,  for  three-stringed  double- 
basses,  two  notes  less  below. 


Double-Bass.      ij^ 
with  four  stringii. 


With  the  chromatic  interrals. 


Doable-basa  with^  •       ^  I Z 

three  Btrings. t-^ S 
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With  the  chromatic  intervals. 


The  four -stringed  double  bass  appears  to  me  prefera- 
ble to  the  other:  first,  on  account  of  the  facility  in  exe- 
cution,— tuning  in  fourths  not  compelling  the  performer 
to  shift  in  playing  the  scale ;  and  next,  because  of  the 
great  utility  of  the  three  low  sounds,  E,  F,  and  FjJ. 
which  are  wanting  in  double-basses  tuned  in  fifths,  and 
the  absence  of  which  occurs  perpetually  to  disturb  the 
order  of  the  best-designed  basses,  by  bringing  in,  of 
necessity,  for  these  notes,  an  ungraceful  and  unseasona- 
ble transposition  above.  These  observations  are  still 
more  applicable  to  English  double-basses;  which,  al- 
though tuned  in  fourths,  have,  nevertheless,  only  three 
strings,  A,  D,  G. 


ij=^i^ 


In  a  well-constituted  orchestra,  there  should  be  sev- 
eral double-basses,  tuned  in  thirds  and  fifths: — 


Thus  there  would  be,  together  with  the  other  double- 
basses  tuned  in  fourths,  an  increase  of  open  strings 
most  favorable  to  sonorousness. 


Douhle-basses  kJ^ ? : 

tuned  in  thirds^~~'^ 1  |r_1^ 


and  fifths. 


0 


eiiliiliii^lil 


u  u  u  u 

Double-basses  t^-?niir=i— rq:zJzq:=ri^^3»ifl 

tuned  in  fourtbs2=g=jJl^^i^i=*£g=^jrip^llZ^^ 


To  double-basses  belong,  in  tlie  orchestra,  the  lowest 
sounds  of  the  harmony.  In  a  preceding  chapter,  it  has 
been  stated,  upTon  what  occasion  they  may  be  separated 
from  the  violoncellos;  and  then  maybe  palliated,  to  a 
certain  degree,  the  defect  which  arises  for  the  basses  out 
of  this  disposal,  by  doubling  them  in  octave,  or  in  unison 
with  the  bassoons,  the  corni  di  bassetto,  the  bass  clari- 
nets. ^  the  ordinary  clarinets,  in  the  extreme  lower 
notes.  But  for  my  part,  I  detest  the  mode  which  certain 
musicians  have,  on  such  occasions,  of  using  trombones 
and  ophicleides— the  quality  of  tone  of  which,  having 
neither  sympathy  nor  analogy  with  that  of  double- 
basses,  of  course  mixes  execrably  with  it.  There  are 
cases  where  the  harmonics  of  the  double-basses  may  be 
successfully  introduced.  The  extreme  tension  of  the 
string,  their  length,  and  their  distance  from  the  finger- 
board, do  not  permit  however,  of  having  resource  to 
artificial  harmonics ;  as  for  natural  harmonics,  they  come 
out  very  well,  particularly  commencing  from  the  first 
octave,  occupying  the  middle  of  the  string:  they  are 
the  same,  in  the  octave  below,  as  those  of  violoncellos. 
Strictly  speaking,  chords  and  arpeggios  may  be  used  on 
the  double-bass ;  but  it  must  be  by  giving  them  two  oi 
three  notes  at  the  utmost,  of  which  one  only  need  not 
be  open. 


Doubl  e-basses     C\  \ \ 

tuned  in  fourths.  z:f- — fS • 
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Double-basses 
tnoed  in  fifths. 
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The  intenniltent  tremolo  may  easily  be  obtained, 
thanlis  to  the  elasticity  of  the  bow,  which  causes  it  to 
rebound  several  times  on  the  strings,  when  a  single  blow 
is  somewhat  sharply  struck. 


AUetJTf^'  mndcrato. 


gieE^7gf-^g:^^pJ7m^||j=?zj 


^'-^FJlZ'-'^i-yf^^^^^ 
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This  does  not  hold  good  in  the  following  passage;  it 
is  only  to  be  rendered  by  means  of  the  continuous  trem- 
olo, with  some  trouble,  and  by  striking  tlie  strings  with 
the  end  of  the  bow,  which  lacks  force,  and  brings  out 
little  tone. 


7  >»*#-#*f*-^ 


The  continuous  tremolo  of  double-basses,  rather  less 
close  than  this  last,  is  nevertheless  of  excellent  dramatic 
effect;  and  nothing  gives  a  more  menacing  aspect  to  the 
orchestra;  but  it  should  not  last  too  long,  otherwise  the 
fatigue  it  occasions  the  performers  who  are  wiUin'i  to  take 
thetrovhle  of  doing  it  well,  would  soon  render  it  impos- 
sible. Wlien  a  long  passage  renders  it  r>eedful  tlius  to 
disturb  the  depths  of  an  orchestra,  the  best  way  is,  by 
dividing  the  double-basses,  not  to  give  them  a  real  trem- 
olo, but  merely  quick  repercussions,  nuitually  disagree- 
ing as  rhythmical  values,  while  the  violoncellos  execute 
the  true  tremolo: — 


Allegro., 


Violoncello. 


1st 
Double-bass. 


2o(i 
Dou'ule-bass. 


giEE: 


-/9 


The  semiquavers  meeting  only  at  the  commencement 
of  each  accented  part  of  the  bar  Avith  the  quavers  in 
triplets  of  the  other  part,  produce  a  dull  murmur  some- 
thing like  the  tremolo,  which  is  thus  tolerably  well  sup- 
plied.    On  many  occasions,  these  different  rhythms  thus 


I  heard  together,  are  even  preferable.  Rapid  diaionic 
gioups  of  four  or  five  notes  have  frequently  an  adinira- 

I  ble  effect,  and  are  readily  executed,  provided  the  passage 
contain  at  least  one  open  string: — 


Allegro. 


More  difficult  on  the  double  bass  tuued  in  fifths  ;  because  thers 
occurs  no  open  string. 


More  difficult,  on  account 
of  the  descending  notes. 


9-B^^^r=g=g=fr=^ 


If  a  long  rapid  passage  be  absolutely  requisite  for  |  at  the  same  time,  taking  great  care  not  to  remove  the 
the  double-basses,  the  best  way  is  to  divide  them,  and  |  first  double-basses  from  the  seconds, 
apply  the  dispersing  process  recommended  for  violins ;  I 


Ist  Double-bass. 
On  the  same  scale. 
2nd  Donble-bass. 


gLT5E^E;^=^=S^j=gi3=^:lEE>^;^3^fl 


They  are  so  injudicious,  now-a-days,  as  to  write  for 
the  heaviest  of  ^11  instruments,  passages  of  such  rapid- 
ity, that  violoncellos  themselves  would  find  difficulty  in 
executing  them.  Whence  results  a  serious  inconve- 
nience: lazy  or  incapable  double-bass  players,  dismayed 
by  such  difficulties,  give  them  up  at  the  first  glance,  and 
set  themselves  to  simpUfyiwj  the  passage;  but  this  sim- 
plifying of  some,  not  being  that  of  others, — since  they 
have  not  all  the  same  ideas  upon  the  harmonial  impor- 
tance of  tlie  various  notes  contained  in  the  passage, — 
there  ensues  a  horri))le  disorder  and  confusion.  This 
buzzing  chaos,  full  of  strange  noises  and  hideous  grum- 
blings, is  completed  and  still  heightened  by  the  other 
double-bass  players,  either  more  zealous,  or  more  confi- 


dent of  al)ility,  who  toil  away  in  ineffectual  efforts  at 
executing  tlie  passage  just  as  it  is  written.  Composers 
sliould  therefore  be  careful  to  ask  of  doublc-ba.sses  no 
more  than  possible  tilings ;  of  which  the  good  execution 
shall  not  remain  doubtful.  It  is  enough  to  say,  that  the 
old  system  of  double-bass  players,  wlio  sitnplify, — a 
system  generally  adopted  in  the  ancient  instrumental 
school,  and  of  whicli  the  danger  has  just  been  demon- 
strated,— is  at  present  utterly  renotmced.  If  the  author 
have  written  no  ottier  than  passages  suitable  to  the 
instrument,  the  performer  must  play  them,  nothing 
more,  nor  nothing  less.  \Vlien  the  blame  lies  with  the 
composer,  it  is  he,  and  the  audience,  who  take  the  con- 
sequences; and  tlie  performer  is  no  longer  responsible. 


Plights  of  little  notes,  before  larger  ones: — 

i 
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are  executed  by  sliding  rapidly  on  tlie  string,  without  pay- 
ing attention  to  the  precision  of  any  of  the  intermediate 
sounds;  and  have  an  extremely  good  effect.     The  furious 


shock  given  to  the  whole  orchestra  by  the  doudle-basses 
ooming  upon  the  high  F,  by  four  little  preceding  notes.  B 
C,  D,  E,  in  the  infernal  scene  in  Oijco,  on  the  words, 
"  At  the  dire  howling  of  Cerberus."  is  well  known.  This 
hoarse  barking, — one  of  the  fiiipst  inspirations  of  Gluck. — 
is  rendered  the  more  terriblt;,  by  the  author  liaving  placed 
it  on  the  thir(l  inversion  of  the  chord  of  the  diminished 
seventh  (F,  G^,  B,  D);  and,  for  the  sake  of  giving  his  idea 
all  the  effect  and  vehemence  possible,  he  has  doubled  the 
double-basses  in  the  octave,  not  only  with  the  violoncellos, 
but  with  ♦he  violas,  and  the  entire  mass  of  violins: — 


Hautboy. 


Violin. 


Viola. 


ftupraiio. 


Contralto. 


SafiS. 


Duable-basa. 


Allefffo. 
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Heetlioven,  also,  has  availed  Iiimself  of  these  scarcely 
ariiculate  notes;  but  (contrary  to  tlie  previous  example), 
by  accenting  the  first  note  of  the  group  more  than  tlie 
last.  lie  has  done  thus  in  this  passage  of  the  Storm  in 
the  Pastoral  Symphony;  which  so  well  depicts  the  raging 
of  a  violent  wind  and  rain,  with  the  muffled  rumblings 
of  the  gust.     It  is  to  be  observed,  that  Beethoven,  in  this 


g^F^gZ^^E^gEj^E^^ 


example,  and  in  many  other  passages,  has  given  to  the 
double-basses  deep  notes,  beyond  their  power  of  execu- 
ting, which  leads  to  the  supposition,  that  the  orchestra 
he  wrote  for,  possessed  double-basses  descending  as  low 
as  the  C,  an  octave  below  the  violoncello  C, — no  longer 
to  be  found  now-a-days. 
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Flutes. 


Hautboys. 
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Horns  in  F. 

Trumpets  in 
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Bassoons. 


Kettle-drams 
ill  F. 


Violins. 


Violas. 


TloloDcellos. 


Double-bassea 
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Sometimes  it  has  a  fine  and  dramatic  effect,  to  give 
the  violoncellos  the  real  bass,  or,  at  least,  the  notes 
which  determine  the  chords,  and  strike  tlie  accented 


cellos.  Beethoven,  in  his  admirable  scene  of  Fidelio, 
where  Leonora  and  the  jailer  are  digging  Florestan's 
grave,  has  displayed  all  the  pathetic  and  gloomy  sadness 


parts  of  the  bar:  while  beneath  them,  the  donble-bass  of  this  mode  of  instrumentation.  He  has,  however, 
has  an  isolated  part,  the  design  of  which,  interrupted  i  given,  in  this  case,  the  real  bass  to  the  double-basses : — 
by  rests,  allows  the  harmony  to  rest  upon  the  violon-  I 
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FideJio.— Beethoven. 


Andante  eon  moto. 


1  mo. 


Hanlboys. 


Clarinets  in  B. 


Bassoons. 


Horns  in  0. 


Tenor 
Trombone. 


Bass 
Trombone. 


Double  Bas- 
soon. 

Ist  Violins 
with  sordine. 


Snd  Violins 
With  sordine. 


Violas  with 
sordine. 


Tlolonoellos. 


Ooatia-hasso, 


^mi 


-^-f-'i~-9-t'^^t-ir-S'i~^-^^r^-^--^-s-jsr^'^ 


gg— ;ar«rg  -gz«za— aztfrg~*rjtz«3— grg- MEfc»-«~g-gzi>-E:iL:£jj^zg-*-Ti  -i-i~W-m-^—m^ 


'■^^rSTiEi^^-^'i-S^^-^-frg-^^r^rgrgi-j.-srjf^^ 


■xi-a-»-a-at-t-m-m—m~a~m-mt-m'm-m'  m-M-m- 


-*-  ■&-  -o-  -^-  -^-  l_ 

,^.1^ 


zr:  iCiSri:i)=i(-S-*=il;:S-* 


_/^ 


T5f 


tzit=^=gz^-S^-. 


i^'-w^iot-i-tm  *  ■^-^:^~S---i--^-^^--^-^  a;-^a.:S-~S-^-^--^-^^-^--=i^-9-^^»^^'*- 


f-^F 


if  if  -^ 5t^ :^ *: * :i=^ 93: ^l^li- ^^- 5t :^ :s:'^-^5 :^S^ 


•■*-  *  *  9    W-S-0- 


w. 


g^t^  ssfs  it  9  i  is '«"s *s'«-s  «'t"i«- -s«i^^- s-'s^s^ 


Rocco. 


— t?— & — Igrzta-i 


t=t=£ 


■< — 1    I    I — I    I    I — r^ 


Come  dig    a  -  way.  for  time  flies    quick    -    ly, 

Ne      tar-f1nn<t  prmit.  Ira-  vitil-  lofi  I    vi       -       t', 


the  goven  -  or  will  soon  be 
U  (/(niurr-Tteur   hi'iitot  vien- 


S-i;i:s=S=iil=i-S=*=S=S=ii; 


^±mzMzttzm^m=Mzm^mzM:.m=M:^mMzML:m-m-w!zmzMr.m-m:Lmm-»±a 


dtcrcs. 


:^^EE 
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m^i^^ 


-rj-=lEr£=^i%^: 


m. 


""  j^  J- 


-fi? • 


-f^-7-^-?-^--9-*-?-4=q ?^ — .^^n-z^zi: 


r    --XZ   ^: 


5^:^: 


-|-|{-^— ^-?->-7=^-?-ff=^ 


-I — ; — h 


^trjizzzz. 


:j-: 
_i_^. 


_^ . 


:|=tttit-t-t:tr[:-t=d=4^fd:=trt:=ttinr_t:x:tit-t:E 


I'P 


if! 


9^= 


:fi 


iil^^^l 


H 1 1 1 1 1- 


r — h 

if:zt=:=^EF 


-? — -- 


1 — ^_j — I— 


:#»i«#»#*#«i**»>#*«i»#*#« 


r  r  # 


Leonora. 


t-z^ 


EfEEEf: 


Your  zeal  -  ons        toil    should  well  con  - 

I)u   zele         ar     -     dent       qui         nous  a  - 


9£f 


-^— #— ^— ^— T-h  r  I*  -#-^-p— ^— v-T— 


-__p — I         r  — y — . T~ \ — ^— r- 


(fi- 


here; come  dig  away,  Thegoveruor  will  soon  be  here. 

did le  gouver  -  near,  le youver)ieur bien-tdt  vien  -  dra. 


:SE 


-0- 
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-trt 


:*8f=:£|:=| 


[^ 


1^ 


t» a- ^-^^ 

.cp ' — h=L 


-T — 1?- 


^• 


S 


-s^ 


Col.  C  B. 


)v: 


^^^-^g^=^ 


~:i; 

-■S"- 


i^ 


'"•■f- 


tK^i 


i — I 


=1: 


--m 


«-:-- 


-<5i^: 


r-=]= 


:^.^^=; 


=1: 


^-tf^-^ 


tent  him ;  my  wil-ling     aid 
gi    -    te  sans  'loitle   tin      jour 


yon  shall  not     lack. 
il     vous    pale  -    ra. 


•— •— #-r# ■ •-  P—0-r» -•—•-#* r 


Come  fli£?  away. 
ne  taidons  point 


for  time  flies  quiclcly.thegover- 
travai/lons    vi  -   te   le  gou-ver 


9i 


• n -f- 


1=31=?= 


— — s<-.- 


S^-r- 


i=l: 


.<4/co. 


:|^= 


rT-#- 


iB 


a'lfil*-* 


• — ?- 


'^1#53=*=3E 


^ggS? 


Arco. 
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^^m^^M^^mW^^: 


ig^=pj=g^^^pj 


::qi 


'^miE^ 


I 


I 


?/•/' 


-g*-^ 


ir 


i 


qre: 


:^=i=i^r 


.^: 


-s^ 


t^—. 


* 


L^^ 


-«^v »S>- 


-«'- 


..r:^.r_. 


^^^ 


l=fef 


:^. 


^  := 


-fS-- 


_ff_- :_ffl- 


5/ JO 


T'^ 


-K5'— •- 


1 


« 


in 


■:^ 


igi^l 


ii 


iiE^^ 


*^* 


1 


S&l! 


?/"5P; 


->^ — iff' 


±ji: 


^m 


:^=^: 


:t=t 


|ii^^iz^=?ji 


^1 


i 


i 


:—&: 


^=mrnif^^^ 


-7^#    *#■,!— 


f=f^ 


^g^illii^its^&^*^ 


Yourzealous    toil  should  wel' eon  -  tent  him; My  willing       aid         youshallnot 
i>u  ze/e     ar  -  c(e/i<       qui  vous      a     -    gi   -   te  sans  doiite  un        jour  il   vous  pale. 


r7~i9 


9s 


->-;>— 1^—+ 


^? — 


-  nor will  soon  be  here. 

-  neur Lien  tbt  viendra. 


^— g^r J^-— g. — +»i— ^ — g* ^- 


■# — ?— 


P^ 


* — ?- 


Pjm. 


t=. 


^J 


g^s=i 


:i — ^_ 


^-#*^ 


13=: 


=1= 


P««. 
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Mej: 


m 


^ 


-^s^- 


-? 


:ir 


:1:^ 


^If^ 


z^^=¥=-- 


;ti 


4=: 


W 


W 


Col.  C.  B. 


^^— ^ ?" 


^^-iS 


^-t- 
*-#-#-.-«?-. 


i 


-a>---S!)-. 


'm 


r-=^ 


-z^--isi-- 


.^ 


'^-<-=EE^ 


'•-4-0-.-- 


^-^:^ 
,<>_. 


-Jf^zzrjgL 


a-=^-=t^E 


l^a 


it:^ 


4- 4^- •-si- 


m 


^—'T- 


:^= 


-&-'--ar'. 


:i— 


lack, 
ra. 


Quick        here  your  hand,  to  help  me  lift  this  bur- dru. 

F/e»s  done  m'ai   -     der    en-levonscet  -tepier    -    re. 


y=yr- 


Arro. 


-l^-.-S^T 


^^^ 


■/S'-T-iG'-v- 


:£ 


\-4-4-4 


Itfzjt^ 


1 


/Irfo.   ,— 


t^^^^S^^^^^^^^^^^^^^-'^ 
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1 


^r^ 


±% 


t^ 


t^=^ 


-u-^- 


jT^Ts  ^ 


i 


— S-#*-»-5-r  • »-^-p-F-»-p 


/ 


:c2?z 


-jyS?- 


_c?-=- 


-c-^ 


^ 


-? -- 


'     -si-- 
cres. 


;=Ei 


:^ 


-rn-gj^nj^ 


Z^J^-it^^S^ 


z;^: 


-2^-- 


^r^ 


i?)^-»!ll; 


-&-'    -&-. 


-0-0-0T-<S>-r- 


^^l 


:^ 


-•-•-#-•  r-<5«-T 


N^ ^-^^ 


st>ts- 


?-g^»^g-- 


-#-#-*v  -^- 


/>^- 


I 


my  fa  -  tlier,  my 

jHon  ;)e   -  re,  '  vton 


^-^sz_ 


9^=E3^ 


-?=¥^ 


ill 


-?-• — 0 — #- 


'tis  well, 

fort  bien, 


'tis  well. 
ybr<  biei), 


->_>_i^_ 


It: 


Do  not  give  way! 
soidieiis    la    bien! 


0-C-0  '-  -#-#-^lf  ■#-#t-| — 


fP 


^'!^ 


-? -^- 
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11 
III 


-?■ 7- 


'^= 


fP 


-\^m 


^ 


^ 


K 


//^ 


.^^^ 


;^EE!:-ffi 


M^J 


:&=:?= 


/i» 


^ 


-K?- 


_,i2_U 


-tS^ 


/'/»' 


yo 


^S2- 


I 


:£ 


H«- 


te 


■>?=si!t 


/^^ 


^ 


=^ 


-*-l— ^ X3 


EEF^ 


:q= 


■0-.-<s^'  -•-.     -^5H.    -a/- 


/^ 


:ie-aj^ 


3^ 


l&fe 


t^rgi^ 


^^-4- 


-^- 


-#-T-<» 


*: 


z;^ 


-9-v^ 


— i,      » ^ ■ 


:5=5^:E 


;^ — ii — ^- 


fa  -  ther,        I'll  do    my  best     to  give    as-sist  -  ance. 
•pi    -     rt  est  -  ce    bien    lA       ce  qu'il  faut  fai     •    re 


It  moves  I 
voy-on$ 


B-^rr — ^ 


S 


--    r     7-f- 


push  steadily, 
ren  -  ver  -  te 


'Tis 
/ort 


-r 


//^ 


S 


-^-^s^^ 


\0^=^ 


sv 
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S 


I 


■ii=i 


EC=: 


^1 


aE 


m 


i 


i 
i 

i 

i 


m 


p=± 


3£ 


/p' 


/p 


g;- 


e^ 


/c 


/p 


!^ 


9i g: 


1^ 


-^ 


>^ i*^— g^ 


■«^--::J- 


q="-^ 


^1 


?//' 


-2S^. 


\ 


->»        < f 


rjg_— i^: 


-.ib- 


p..-^-. 


//> 


;:^ 


H^ 


i 


3=^; 


'<§• 


■^--. =tS*- 


-^—^- 


s)—. 


?#t 


-a*-- 


^^ 


tfP 


^fP 


?- 


?-^ 


=i=^= 


-^i=! 


->— 1^- 


?-•- 


-^— #- 


?=?= 


One  effort  more, 
en  -  CO  -  rf. 


Ah !  what  a  load ! 
ah  queljardeau 


Ah!  what  a  load. 
Jbrt  bien,fort  bien. 


•?• 


£ 


-"—^-^/—l^ 


-^-^ 


-*hy 


BEH: 


'^^^? T-T- 


well. 
bien. 


Do  n(5t  give  way. 
soutiens  la     bien 


'Tis  done  at  last. 
je    la  sou  tiens. 


^S 


^ 


izH: 


is^ 


¥- 


-^fp 


1 


-&- 


fp 


? 


=? 


i 
i 

i 
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"With  the  view  of  expressing  a  lugubrious  silence,  I  liiive.  in  this  cantata,  endeavoured  to  divide  th« 
double-basses  into  four  parts  ;  causing  them  to  sustain  rather  long  pianissimo  chords,  beneath  a  decres- 
oendo  of  all  the  rest  of  the  orchestra. 


riatei. 


CluluaU  in  0. 


SHornainEt) 


3  Horna  in  C. 


Bf  BOM. 


TTmi  ilmm. 


Vlohiu. 


i;e^=: 


le^={^ 


TlolaB. 


Soto. 


Otionis. 


VloloBOcUos. 


Doobto-baas. 


Moderiito. 
Unis. 


No.  17. 


The  5th  of  May,  or,  the  Kmperor'a  death.— Berlioz. 


V- 


■■-¥-- 


rf-r       -U-l- f=t !={:=££:& 


Unis. 


poco.f 


poco  cres. 


PP 


pp^^-^: 


e^^i 


-■  —G> 1->5'^-— ^-f 


PP 


s 


PP 


^ni; 


P^lii 


Tena, 


;i; 


PP- 


W£- 


i 


^SEESEx 


PP 


-a-.    -0-  fl5^ 


^     "       :E?3E5E?^OEtE?3: 


4 > 1/- ^— /- 


-,L>-- 


Ah !  how  mournful  the  vision, 
A'Jaisque  vois  -  je.  au  rivaije  ! 


the  flag  is  black!      What!      he       is  dead! 
un  drapeaii  noir !         Quoi !       tui       niou  -  rir  ! 


E^i^l 


iE=i=}: 


ni^i^^: 


^EE= 


^1^1 


fe: 


!(^^^ 


What !      he       is  dead! 
Q«oi .'        /m'     mott  -  nr ! 


Double  string. 


i5==i 


f=feiii=L-te^ 


;jp  ;>oco.  - 


i§==i 


$ 


~r~         ^;«,     Un  peu  retenu. 
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-? — - 


i 


Unis.  sf:~^'P 


-f ■- 


/ 


12*- 


W 


'=?=^ 


i^ 


^^isi^ 


■4—  ^T\ 

9^— — g^g-l^p 


Unis. 


7> 


^^"^-^^T 


:g=^}^^^ 


«/=-  ^ 


^i: 


/2J  Coups  de  canon  lointain, 
•     Cannon  in  the  distance. 


p^^tpgj^: 


-?: 


/ 


H^^^fs^i 


l^f==F^feg^ 


^  ^^^ 


Jl 

/=-;' 


^^il^msi 


=r=1,=5 


■^-T—0- 


He        is  dead !       He ! 
lui       mou-rirl  luil 


O  glo     -     ry,  lone  -  ly     wid      -     ow; 

0  gloi     -     re  quel      veu    -  va       -      ge; 


i 


% 


S-f- 


/CN  -fi>- 


9^^^ 


He       is  dead!       He! 
lui      mou-rir  1  lui  1 


9^=^=^ 


f=t: 


O 
0 

/TV  -¥5>- 


a: 


glo     -     ry,  lone-Iy       wid     -     ow! 

gloi     -     re  quel     veu    -    va      -      gel 


f 


V 


Z ^ ^ €^=^V 


P 


gEf^}=^J5p^g^=^ 


1=:^: 


V 


VP 
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Un 


^ 


i 


poco^-^'P 


'/^=^p 


w 


:^ 


s) i^— 

poco  ff^^'P 


~^2rl 


-25* *- 


^f==^P 


"f^^T^ 


-s^ S- 


I 


'/=-:?? 


v-B^ 


Pi 


^^ii^" 


i^ni: 


^~  IT 


poco  s/'^/'         !/■  :=^P 


?f^=^7^ 


^ 


§^i 


Tfc' 


ii^i 


•'/r=^V» 


:5^^i=:1 


7?- 


-0- 


3t 


-?— -- 


r?=i 


-p- 


3  3 


p;> 


PP 


^f:^P 


v-Jz^z 


--X 


€^:^P 


:^^ 


^  ,1     FT^^-^-i'Hfc-jgHCF 


PP 


i^gii^^j^^ftgi 


around  I    see, 
au-tour  de    inoi 


around      I    see,        tears     e'en  from  e  -  ne-mies. 
autour     de    moi,        plea    -    rent    ses     en  -ne-  mis. 


^^- 


^f^=~.P 


€^^P 


i- 


-K 


i-^ftf-^^ 


PP 


-V^... 


laisi 


'Sr 


-f--^g:: 
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lino  Solo.ijs?.'     'J^JsE. 


I'l>l'- 


Imo  Solo. 


ppp- 


^1 


9^ 


9i 


1 


D/'m.  sempre. 


4=:«= 


:fcH: 


^-^-*-i/  * 


■i^-«H 


-^  i  <<    *|^- 


7n>  >>- 


qiipzpijtpiL-pzip: 


-?— -- 


#=E(Erpzpq:^_^KH«. 


3  3  3 


Dim  aetnpre. 


soUo  VOCfi. 


-0 — • — m-»-T<s »■ 


k»  JLJt± 


•^jt-^JZai- 


^^EEEE^^ 


-=:r?itzti 


,3  3 


Far  from  that  rock 
Loin  de    ce   roc 


let  us  hur-ry  in    si  -  lence  ; 
nousfuyons  en  si  ■  len  •  ce, 


star  of  the  day, 
I'astre  dujour. 


cease  to  shine  In  On 
abandon-ne  let 


m 


li£ 


iabt 


r^rai-n^  S  S  Is-^- 


-^ — -- 


:aLtit:itu*nt 


jtjtMz 


:-T:t=«=:t1: 


3t3t 


Bi=^ 


/w 


r^i^ 


:i^f^ 


9i: 


3  3  3 


Pu/  0(i  sordini. 


-?     Jt  ■   <<     ^— gl— <^-t-^— ^— ^— ~ 


Pu<  on  sordini. 


r=:1_^=^z=:p:1. 


:i_^_j^_^ '^ = 


I 


m^ 


Double  string. 


.1 T , 1 ^ — r ' *—s> i 


M.- 


,-__ |i(5l'.' 0 j0 #-1-16' ^-» •-T-'* 0 »-f-G T 


sky, 
Cieux, 


Star  of  the   day, 
I'astre  du     jour 


cease  to   shiueiii  the   sky. 

a -ban -don  -  ne  les     Cieux, 


sotio  voce. 


I 


mm 


Ah!.... 

Ah!.... 
sotto  voce. 


€= 


PPP 


~PPP 


-)i_y_H'^_J=|: 


-4—4—4—4- 


i 


"P^  Double  string.      J L__L_!l 


4    4    4- 


4    4    4    4 


-r-^ 


-J — \ — u_ 


-4:   ■4-  e:) 


f--?-?- 


^    g> 


PPP 


Put  on  sordini. 


9^ 
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9-: 


:iiiill 


-^r-# 


Ifi^^JiiP] 


^E= 


:^-qszi=^izzifrpf£ti=^ 


#-T-(=^ 


-^_ 


<:i^ 0~-0- 


--t15-=i^i^- 


W 


PPPP 


^iH 


^j>ppp 


1 


1=:=t: 


-t 


t5t=t 


li^i 


gi^^^i^=fi 


pp 


m 


^m. 


9 


The  pizzicato  of  double-basses,  either  loud  or  soft,  is  of 
good  sonorousness;  unless  it  be  employed  on  very  high 
sounds;  but  it  changes  character,  according  to  the  har- 
monies beneath  which  it  occurs.  Thus,  the  famous 
pizzicato  A,  in  the  overture  to  Fn-i/schutz,  is  big  with  threats 
and  infernal  accents,  only  because  of  the  reflex  of  the 
chord  of  the  diminished  seventh,  (FJJ,  A,  C,  B^j,)  the  first 
inversion  of  which  it  resolves  on  the  unaccented  part  of 
the  bar.  Let  it  become  the  major  tonic,  or  dominant, 
produced  mezzo-forte,  as  in  the  casein  question,  and  this 
A  would  no  longer  have  anything  strange  in  its  effect. 
Sordines  are  employed  on  double-basses,  as  on  other  in- 
struments played  with  a  bow;  but  the  effect  they  produce 
is  little   marked:   they   only  diminish    somewhat    the 


— ^-tj: 

sonorousness  of  double-basses,  by  rendering  it  more  gloo- 
my and  vague.  A  Piedmontese artist,  M.  Langlois,  who 
played  in  Paris  about  fifteen  years  ago,  obtained  with  the 
bow,  by  pinching  the  high  string  of  the  double-bass  be- 
tween the  thumb  and  forefinger  of  the  left  hand,  instead 
of  pressing  it  on  the  finger-board,  and  by  rising  thus, 
nearly  to  the  bridge,  high  sounds  of  singular  acuteness, 
and  incredible  power.  If  there  were  need  to  introduce 
in  the  orchestra,  a  loud  female  cry,  no  instrument  could 
better  utter  it  than  double-basses  employed  in  this  way. 
I  doubt  whether  our  artists  are  acquainted  with  M. 
Langlois' method  of  producing  acute  sounds;  but  they 
would  soon  be  able  to  acquire  the  knowledge. 
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Stkinqed  Instruments  played  with  the  Hand. 

The  Uarp. 

This  instrument  is  essentially  anti-cliromatic;  that  is 
to  say,  successions  by  half-tones  are  almost  interdicted 
for  it.  The  reason  of  this  will  be  presently  stated.  Its 
compass  was  formerly  but  five  octaves  and  a  sixth: — 


lEiiKi^-*^ 


t>?#-' 


8va — 


=yr^ife 


This  scale;  it  will  be  seen,  belongs  to  the  key  of  E^; 
and  in  this  key  it  was,  that  all  harps  were  tuned :  when 
the  skilful  manufacturer,  Erard,  seeking  to  remedy  the 
inconveniences  of  this  system,  invented  the  mechanism 
which  obviated  them,  and  proposed  tuning  the  harp  in 
02  \  which  has  been  adopted  by  all  harp  players  of  the 
present  day.  The  chromatic  intervals  can  be  obtained 
on  the  ancient  harp  only  by  means  of  seven  pedals,  put 
in  motion  by  the  player,  and  fixed  one  after  the  other 
with  the  foot,  each  of  which  heightens  by  half  a  tone, 
the  note  to  which  its  mechanism  applies,  but  throughout 
the  extent  of  the  scale,  and  not  singly.  Thus  the  Fil 
pedal  cannot  sharpen  an  F,  without  sharpening  all  the 
other  Fs  in  the  scale  by  the  same  action.  Hence  it 
results,  that  every  chromatic  scale  (unless  in  an  excess- 
ively slow  movement),  every  progression  of  chords  pro- 
ceeding chromatically,  or  belonging  to  different  keys, 
the  majority  of  florid  passages  containing  appoggiaturas 
with  accidentals,  or  small  chromatic  notes,  are  all  im- 
practicable, ov,  at  best,  extremely  difficult,  and  detestably 
ugly.  There  are  even  on  the  harp  in  eI?,  four  chords  of 
seventh  major,  and  four  chords  of  ninth  major,  totally 
impossible  to  play ;  and  which  ought  therefore  to  be  ban- 
ished from  the  composer's  store  of  harmonies.  These 
are  they : — 


u ^z:i:z=}:=bg=:Er=^i=t=lfr=3 


:^r-J,i'«=zr=^« 


p — g— F — ^g i — >i^ 1 


It  is,  in  fact,  evident  that  every  chord  in  which  C?,  is 
to  be  heard  simultaneously  with  B2,  cannot  be  possible; 
since  {the  harp  being  tuned  in  E;?,  and  the  pedals  raising 
each  string  only  a  half-toue)  Ci2  can  only  be  produced  by 
taking  the  BJ  pedal,  wliirh  immediately  destroys  all  the 
B2s  in  the  scale.  The  same  is  the  case  with  the  I>1?, 
which  results  from  raising  the  CJ;  and  with  the  G!?,  pro- 
duced by  the  raising  of  the  F.  The  mechanism  of  the 
pedals  of  the  harp  in  E.',  only  serving  to  restore  the  three 
flattened  notes  (B,  E,  A)  to  their  natural  state,  and  to 
sharpen  four  other  notes  (F,  C,  G.  I)),  it  follows,  that 
this  harp  can  only  be  prepared  in  eight  keys ;  namely  E?, 
Bi?,  F,  C,  G,  D,  A,  E.  The  flattened  keys  are  only  pro- 
duced in  harmonics,  and  I'V  taking  and  leaving  quickly 
one  or  more  pedals.  In  A?,  for  instance,  theUl?is  only 
the  harmonic  of  Cj;  and  the  player  should  quit  this  Off 
pedal  immediately  he  has^  taken  it;  otherwise,  he  will 
not  be  able  to  make  the  C'i;  heard, — the  major  third  of 


the  key  in  which  he  is  playing:  and  moreover,  he  must 
skip  a  string  (DJJ)  when  ascending  diatonically,  which  is 
so  inconvenient,  that  the  use  of  such  scales  may  be  con- 
sidered impracticable : — 


This  inconvenience,  and  this  difficulty  become  doubled 
in  D^  and  in  G!2,— both,  keys  nearly  inaccessible,  except 
for  certain  chords.  Again,  the  key  of  Gi?,  like  that  of 
C9,  presents  another  difficulty, — that  of  compelling  the 
player  to  an  actual  transposition  for  some  notes  of  his 
scale ;  since  he  must  strike  the  ¥^  string  when  the  written 
note  is  Gl2 ;  the  BlJ  string  when  the  note  is  C<2 ;  and  the 
CJJ  string  when  the  noteis  D2.  As  for  the  key  of  C^,  it 
becomes  less  inaccessible,  if  written  in  its  other  form, — 
that  of  Bhj;  but  all  the  pedals  being  taken,  there  still  re- 
mains to  be  overcome  in  this  scale  (as  in  that  of  Ai?)  the 
horrible  difficulty  of  skipping  a  string,  and  quitting  a 
pedal  to  retake  it  again,  for  the  leading  note  Cin  har- 
monic) and  the  tonic,  which  occur  upon  the  same 
string : — 


Biz 


Wi=pg^zj=g^^^^=r|EP^|^^ 


-^-&- 


^kip  Al?. 


Quit  the 
BQpedal. 


He  take 
the  pedal. 


It  will  be  perceived  that,  for  the  execution  of  a  chro- 
matic scale  of  two  octaves'  extent  like  this: — 


Allegro. 


^^It^^i'-'- 


Fed.  Fed.  Fed.  Fed 


' — 1, — 1 —  ' 


Fed.      Fed.    Fed. 


it  is  necessary  to  put  in  action  five  pedals,  rapidly  in 
success'on,  for  the  first  octave  only;  and  also  that  they 
must  ah  be  very  promptly  quitted,  in  order  to  replace  in 
their  primitive  condition  those  notes  which  they  raised, 
and  which  are  to  recur  in  the  upper  octave,  to  be  again 
retaken  as  in  the  first  octave.  Such  a  scale  therefore, 
even  in  a  movement  of  moderate  time,  is  impossible  for 
any  harp.  If  the  object  be  a  succession  of  chords  be- 
longing to  different  keys,  the  impossibility  becomes  still 
more  evident;  because,  in  that  case  several  pedals  will 
have  to  be  taken  at  once  and  successively: — 


:^^=? 
=i^ 


±^'-1: 


;B:siiiliiiiiiiiiiiil 


Certain  appoggiaturas  and  ornaments  containing  chro- 
matic successions,  may  in  fact  be  executed  after  a  fash- 
ion: but  the  majority  of  these  ornaments,  as  I  have 
already  .observed,  are  scarcely  practicable;  and  those 
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which  form  the  exceptions,  produce  a  very  indifferent 
effect,  on  account  of  the  influence  which  the  movement 
of  the  pedal  taken  and  quitted  at  tlie  same  instant,  exer- 
cises over  the  sonorousness  of  the  string : — 


Allegro,  u 


Possible. 


Poasible. 


Better. 


Moderato.  g 


The  following  example,  on  the  contrary,  and  all  those 
■which,  like  it,  contain  several  semitones  in  a  short  space, 
and  in  a  quick  movement,  are  next  to  impossible : — 


Allerjro. 


It  should  now  be  stated,  that  the  harp  being  played 
with  two  hands,  is  therefore  written  for  upon  two  lines. 
The  lower  line  usually  has  the  F  clef,  and  the  upper  one 
the  G  clef;  according  to  the  height  of  the  bass  notes,  or 
the  depth  of  the  treble  notes,  the  G  clef  or  the  F  clef 
may  also  find  themselves  on  the  two  lines  at  one  and  the 
same  time. 

It  will  be  seen  that  this  disposal  renders  the  inexecnt- 
able  passages  still  more  numerous  for  the  harp  in  Bb ; 
since  a  passage  that  may  be  easy  for  the  right  hand, 
becomes  impossible,  if  the  left  hand  wish  to  strike  cer- 
tain notes  of  accompaniment  wliich  are  altered  by  a 
pedal  in  the  melody,  while  the  harmony  admits  of  them 
only  in  their  ordinary  condition : — 


ia: 


if: 


^^m^^^^ 


^^ 


ii= 


*  ?  * 


The  two  chords  marked  with  a  cross  cannot  be  played ; 
since  they  contain  an  FjJ,  sharpened  in  the  upper  part. 
In  such  a  case,  therefore,  the  note  which  thus  presents 
itself  under  a  double  aspect,  must  be  suppressed  in  one 
or  other  of  the  parts.  In  the  preceding  example,  it  is 
better  to  mutilate  the  chord  in  the  left  hand,  and  leave 
out  the  F^. 

When  a  melody  already  played  by  other  instruments 
is  to  be  repeated  on  the  harp,  and  contains  chromatic 
passages  either  impossible  or  hazardous,  it  should  be 
dexterously  modified,  by  substituting  for  one  or  more  of 
the  altered  notes,  other  notes  comprised  in  the  harmony. 


Thus,  instead  of  giving  to  the  harp  the  following  air,  m 

previously  played  by  the  violins, 


the  author  should    have  written  it   in   the  following 
manner: — 


-#--    -»-.-0-t-^-0- 


*— #- 


n   uHarp. — Alleqro. 


The  nature  of  the  harp's  mechanism  requires  the 
sacrifice  of  the  four  successive  semitones  in  the  third 
bar. 

Struck  with  the  important  obstacles  just  cited,  M. 
Erard  invented,  some  years  ago,  that  mechanism  which 
has  given  to  instruments  so  constructed  the  name  of 
double-action  harps.  This  is  of  what  it  consists;  and 
wherefore  it  allows  the  harp— if  not  to  play  chromatic 
successions, — at  least  to  play  in  all  keys,  and  to  strike  or 
arpeggio  all  chords. 

The  double-action  harp  is  tuned  in  ck;  and  its  com- 
pass is  six  octaves  and  a  quarter: — 

Loco. 


a.     •    •    - 


Svn.Bnssa. 


The  seven  pedals  with  which  it  is  furnished  are  made 
so  that  the  player  may,  by  means  of  each  of  them,  raise 
at  option  each  string  a  tone,  or  a  semitone  only.  By 
taking  in  succession  the  seven  semitone  pedals,  the  harp 
in  Cl?  can  therefore  be  set  in  Gb,  in  Dl?,  in  Afe,  in  Ej?,  in 
Bi?,  in  F,  or  in  CH-  In  still  farther  raising  each  string 
another  semitone,  by  means  of  the  second  action  of  the 
pedals,  the  seven  notes  of  the  natural  scale  will  become 
sharpened;  since  the  seven  pedals  produce  FjJ.  CjJ,  G|!, 
DJJ,  AJi,  Ep,  and  B|^,  which  gives  to  the  harp  the  power 
of  playing  in  the  keys  of  G,  D,  E,  B,  FJJ,  and  C|J. 

These,  then,  are  all  the  keys  accessible  to  the  harp; 
only,  the  minor  scales  cannot  be  cet,  unless  by  treating 
them  in  ascending  as  in  descending,  without  regarding 
the  usage  adopted  with  respect  to  the  sixth  and  seventh 
notes;  otherwise,  two  pedals  must  be  taken  and 
quitted:— 


iQuit.jQ 


Fed.  Fed 


uit.l 


:=l: 


i^2i 


-«"-25*; 


By  adopting  the  interval  of  the  augmented  second 
between  the  sixth  and  seventh  note,  the  minor  scale  can 
be  set,  and  the  accidental  use  of  the  pedals  will  not  be 
necessary ;  which  is  a  considerable  advantage,  andshould 
sufl&ce  to  make  this  scale  preferred: — 


:;rz-z±ri, 


^■=x 


-'g-ag'- 


<»-s^ 


As  for  the  chords  interdicted  to  the  harp  in  Eb,  it  will 
be  seen  that  the  double  action  renders  them  possible. 
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Nothing  more   easy  than    to    produce 


these  four  notes  being  in  the  scale  of  the  harp  in  Cf. 


The  chord, 


merely  requires  the  use  of 


the  two   semitone    pedals,  D'^   and  Ff); 

wants  only  two  also,   FJJ  and  Cti;  ^Ergfig j 


must 


have  thi-ee,  Ctj,  eJJ,  and  Gjlj ; : 


need  have 


but  one,  Ft^;  and 


. ufeff__ 

— b^~^ — "1  requires  three,  Ffj ;  AJJ, 

and  C|}.  ^     ''^'^~ 

All  this  is  done  without  difficulty.     Even  the  chord 
which  seems  to  contain  at  once  C{j  and  C2>  is  equally 


practicable  :- 


i 


^2::r 


The  Dt?i?,  (or  CjJ)  is  gained  by  means  of  the  pedal 
raising  the  G2  a  semitone ;  and  the  C^  is  produced  by 
the  pedal  which  raises  the  Bfe  a  semitone.  The  Ab2 
comes  from  the  G^  raised  a  semitone,  and  the  FJ?  has  no 
need  of  a  pedal,  being  in  the  scale  of  the  hai-p  in  C^. 
This  chord,  such  as  I  have  just  written  it,  will  therefore 

be  played    under  this    singular    form:- 


wherefore,  it  would  be  better  to  write  it  "  *\ 

in    CJ)    major,    and    under    the    following    aspect :  — 

double-action  harps   have  to  be  em- 


ployed in  an  orchestral  piece  set  for  other  instruments 
in  BJJ  major,  it  would  be  greatly  better  for  the  sono- 
rousness, and  for  the  convenience  of  execution,  to  write 
them  transposed  into  their  key  of  C2: — 


Orchestrtk 


Harps. 


ip^^l^ge^p 


Composers  should  have  a  care,  in  writing  harp  parts, 
to  forewarn  the  player,  a  little  in  advance,  of  the  change 
he  will  have  to  make,  and  of  the  pedal  he  will  soon  have 
to  take,  by  these  words  placed  a  few  bars  before  the 
occurrence  of  the  modulation: — Prepare  the  GJ,  Prepare 
the  keij  of  C'jj,  «fec. 

The  nature  of  the  instrument  having  been  explained, 
we  proceed  now  to  the  fingering;  which  many  composers 
confound  with  that  of  the  pianoforte,  which  it  nowise 
resembles.  With  each  hand,  chords  of  four  notes  may 
be  struck,  of  which  the  two  extreme  notes  do  not  extend 
beyond  an  octave : — 


Also,  by  a  great  stretch  of  the  thumb  and  little  finger, 
chords  of  a  tenth  may  be  reached;  and  consequently, 
such  chords  as  these  may  be  struck: — 


i 


-^ 


— 'iS- 


-x=^ 


zszz 


But  this  position  is  less  convenient,  less  natuml.  and 
therefore  less  sonorous;  since  none  of  the  fingi^rs  can 
attack  the  string  with  as  much  force  as  in  the  ordinary 
position.  Incidentally,  those  chords  shall  be  eitcil. 
which,  lying  in  the  extreme  lower  part  of  the  instru- 
ment, form  groups  without  sonorousne.ss,  and  pro- 
duce confused  harmonies    that    should   be  avoided : — 


These  deep  sounds  are  only  fit  for  doub- 


ling a  bass  in  the  octave  below: — 


s- 


The  successive  execution  of  the  notes  of  a  chord, 
either  ascending  or  descending,  is  perfectly  in  the  char- 
acter of  the  har]i;  it  is  even  after  its  Italian  name,  arpa, 
that  these  passages  have  obtained  the  title  of  arpeggios. 
Generally  speaking,  they  should  not  exceed  an  octave 
extent ;  particularly,  if  the  movement  be  quick ;  other- 
wise, they  would  necessitate  a  change  of  position  of 
extreme  difficulty. 

^Easy^^_|rf^^^f^ 


Z^   K    ,  tfi-l — ' — ' — ' — ^-^— I— I — I— 1— I--I— P-l — > 


0- 


Almost  imptiyajble. 

The  note  which  exceeds  the  extent  of  an  octave  should 
never  be  written  but  for  the  termination  of  a  plirase; 
as  thus : — 


The  following  is  very  easy;  because  the  change  of 
position  occurring  from  below  to  above  does  not  require 
the  use  of  the  little  finger,  which  can  be  little  employed, 
or  merely  for  playing  two  notes  consecutively  with  the 
third  :— 


:b-;^Stp- 


'^-zy^^ 


Z  _*  m 


Care  should  be  taken,   in   general,   not    to  write  for 
the  hands  too  near  together;   and  to  kccji  them  sepa- 
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rated  by  an  octave  or  a  sixth  at  least,  otherwise  they 
interfere  with  each  other. 

Moreover,  if  the  two  hands  play  an  arpeggio  chord  in 
thirds  with  each  other,  the  same  string  being  retaken 
by  the  finger  of  one  hand,  at  the  moment  when  that  of 
the  other  hand  ha-j  just  played  it,  it  necessarily  follows 
that  the  string  has  not  time  to  vibrate,  and  that  its 
sound  is  stifled  as  soon  as  born:— 


f  ery  bad. 


h #-i — 0 — •-! — • \~\ 


^^^ksEssks^ 


Very  good ;  be- 
cause of  the  dis- 
tance between 
tL<i  two  hands : 


AJl  successions  which  oblige  the  same  fingers  to  skip 
from  one  string  to  another,  can  only  be  written  for  a 
movement  in  very  moderate  time. 

When  a  rapid  series  of  diatonic  octaves  is  desired, 
they  should  generally  be  written  for  the  two  hands. 
This  equally  applies  to  series  of  sixths.  Tliry  are 
always— as  with  scales  in  thirds — practicable  for  a  single 
liand:  but  only  in  descending;  the  thumb  then  sliding 
from  one  to  the  other  the  upper  notes,  while  the  lower 
notes  are  played  by  the  three  fingers. 


Difficult;  because  of 
the  stretch  it  occasions 
between  the  thumb 
and  fingers: 


Thumb. 


^  0 

■xt-- 


^0 


■*-•-£-! — t— I — I  ■   M^   _1 


Less 
difficult: 


Less 
difficult: 


As  an  exception  to  what  has  been  said  above  respect- 
ing the  distance  between  the  parts,  these  same  scales  in 
thFrds  are  practicable  for  two  hands;  because,  in  the 
diatonic  movement,  the  inconvenience  of  a  string  taken 
by  one  finger  and  retaken  by  another  iS  much  less  great, 
from  the  intermediate  note  allowing  a  little  more  time 
for  vibration.  Nevertheless,  it  is  still  better,  either  to 
write  these  series  of  thirds  for  two  harps,  by  giving  the 
higher  part  to  one  and  the  lower  part  to  another;  or,— 
if  Ihere  be  but  one  harp,  and  much  sound  is  wished  to 
be  obtained, — by  separating  the  parts  an  octave,  and 
then  to  write  series  of  tenths. 


iii^S^^E^ 


If  the  object  be  to  let  a  rapid  ascending  or  descending 
arpeggio  be  heard,  which  exceeds  the  extent  of  an  octave, 
instead  of  writing  it  in  two  parts,  it  should  be  dispersed, 
by  giving  a  fragment  to  one  liand  while  the  other  changes 
its  position;  and  so  on,  reciprocally.  The  passage  would 
then  be  written  thus : — 


If  doubled  in  the  octave,  it  would  be  impracticable. 

Impossible  in  a  quick  movement;  but  possible  In  a 
slow  one : — 


The  shake  exists  for  the  harp;  but  its  effect  is  only 
tolerable  on  the  high  notes.  The  iteration  of  the  same 
note,  impleasant  and  difficult  upon  ancient  harps,  on 
account  of  the  slight  grating  produced  upon  the  string 
by  the  second  finger  which  comes  to  strike  it  after  the 
first,  and  interrupts  its  vibration, — 


:b: 


Emi 


'P  Thumb.  T. 


^i? 


is  easy,  and  of  good  effect  upon  modern  harps;  the 
double  action  of  the  pedals  allowing  the  player  to  raise 
by  a  tone  the  next  string  to  the  one  which  gives  the 
iterated  sound,  so  that  the  iteration  is  thus  produced  on 
two  strings  in  unison : — 

(Aj|)      (A}*)      {A^)      (Ap 

Iteration  in  two  or  four  parts  (very  useful  sometimes 
in  tbe  orchestra)  may  likewise  be  obtained,  and  more 
simply,  by  employing  two  or  more  harps,  and  by  writing 
cross  fires,  which  present  no  difficulty  in  the  execution, 
and  produce  precisely  the  desired  effect: — 
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lit  Harp. 


Sad  Harp. 


mB^mmm 


-Q-   p     -i — # — I      0 — I — 0 — I — [- — 0 — I — 0 — I-  -0    I    F    ^-  P    ^    ^ — a-T~F — *    r    *'^~n 
— -7r-e-?-»-f-»-^--»-r-^-»-?-*-r-*-r-p— ^— f— a— ^— y-T^-»-f^»-^-i 


Allegro. 


j-T-',   m-1    n,-i   r^^    r-^   1—^    n^'  J 

-#-  ^-  ^-  V  -0-'-0-     -0    -0-  -0-  -0-  -0-  -0-     -w-  -g-  -m    s-  -r  -r     -*-  -•-  -*-  -•-  : 
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Result  to  the  hearer: 


The  effect  of  harps  (when  not  speakmg  of  familiar 
music  intended  to  be  heard  near,  as  in  a  private  room) 
is  in  proportion  better,  as  they  are  in  greater  number. 
The  notes,  tlie  chords,  or  the  arpeggios  which  they  then 
throw  out  amidst  the  orchestra  and  choir,  are  of  extreme 
splendor.  Nothing  can  be  more  in  keeping  with  ideas 
of  poetic  festivities,  or  religious  rites,  than  the  sound  of 
a  large  body  of  harps  ingeniously  introduced.  Alone,  or 
in  groups  of  two,  three,  or  four,  they  have  also  a  most 
happy  etfect,  either  uniting  with  the  orchestra,  or  serv- 
ing to  accompany  voices  and  solo  instruments.  Of  all 
known  qualities  of  tone,  it  is  singular  that  the  quality 
of  horns,  of  trombones,  and  generally  of  brass  instru- 

Aniantino. 


Example  of  a  beauti- 
ful and  soft  sonorous 
ness  in  the  basss  trings, 


The  strings  of  the  last  upper  octave  have  a  delicate 
crystalline  sound,  of  voluptuous  freshness,  which  ren- 
ders them  fit  for  the  expression  of  graceful  fairy-like 
ideas,  and  for  giving  murmuring  utterance  to  the 
sweetest  secrets  of  smiling  melodies;  on  condition,  nev- 
ertheless, of  their  never  being  attacked  with  violence  by 
the  performer;  as,  in  this  case,  they  yield  a  dry  hard 
soun  1.  similar  to  that  of  broken  glass,— -idisagreeable  and 
snapping. 

The  harmonics  of  the  harp, — particularly  of  many 
harps  in  unison, — are  still  more  magical.  Solo-players 
fre  lucntly  employ  them  in  the  pedal-points  and  cadences 
of  their  fantasias,  variations,  and  concertos.  But  noth- 
ing comes  near  the  sonorousness  of  these  mysterious 
notes,  when  united  to  chords  from  flutes,  and  clarinets 
playing  in  the  medium.  It  is  really  strange,  that  only 
once. — and  that  not  more  than  three  years  ago, — the 
affinity  of  these  qualities,  and  the  poetry  of  their  associa- 
tion, should  have  been  demonstrated.  * 

The  best,  and  almost  the  only,  harmonics  for  the  harp, 
are  those  obtained  by  touching  with  the  lower  and  fleshy 
part  of  the  palm  of  the  hand  the  centre  of  the  string, 
while  playing  with  the  thumb  and  two  first  fingers  of 
the  same  hand;  thus  producing  the  high  octave  of  the 
usual  sound.  Harmonics  may  be  produced  by  both 
hands. 

•See  example  (No,  2)  of  tho  harmonics  on  the  violin  em- 
ployed in  comblDatioD  with  tbi/se  oa  the  harp. 


ments,  mingles  best  with  theirs.  The  lower  strings 
(exclusive  of  the  soft  and  dull  strings  of  the  extreme 
depth),  the  sound  of  which  is  so  veiled,  so  mysterious, 
and  so  fine,  have  scarcely  ever  been  employed  but  for 
bass  accompaniments  of  the  left  hand;  and  the  more  the 
pity.  It  is  true,  that  harp-players  care  little  to  play  long 
pieces  among  these  octaves  so  far  removed  from  the  body 
of  the  performer,  that  he  must  lean  forward,  with  his 
arms  at  full  length,  maintaining  this  awkward  posture 
for  more  or  less  time ;  but  this  motive  can  have  had  but 
little  weight  with  composers.  The  fact  is,  they  have 
not  thought  to  avail  themselves  of  this  especial  quality 
in  tone. 


Andantino. 

Harm. 


Example. 


Effect. 


It  is  even  possible  to  produce  two  or  three  at  a  time 
with  one  hand;  but  then,  it  is  prudent  to  let  the  other 
have  but  one  note  to  play. 

Harmouics. 


i 


Harmonica. 
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All  the  strings  of  the  harp  are  not  fit  for  harmonics : 
only  the  two  last  low  octaves  should  be  employed  for 
this  purpose;  they  being  the  sole  ones  of  which  the 
strings  are  sufficiently  long  to  admit  of  being  divided  by 
touching  in  the  centre,  and  sufficiently  tightened,  for 
neatly  producing  harmonics. 


Harmonics. 


#-  -!«- 
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In  case  the  quickness  of  the  composition  and  the 
character  of  the  instrumentation  demands  a  speedy 
transition  of  a  harp  part  from  one  key  into  another, 
very  remote  from  that  which  precedes  it  (from  E2  into 
EjJ,  for  instance),  it  cannot  be  effected  upon  the  same 
instrument;  there  must  then  be  a  harp  tuned  in  the 
sharpened  key,  to  succeed  immediately  the  one  playing 
in  the  flattened  key.  If  the  transition  be  not  sudden, 
and  that  there  be  but  one  harp-player  to  be  had,  the 
composer  must  still  let  the  performer  have  a  sufficient 
number  of  rests  to  give  him  time  to  apply  the  requisite 
pedals  for  modulation.  When  the  harps  are  numerous, 
— treated  as  integral  parts  of  the  orchestra,  and  not 
merely  used  to  accompany  a  vocal  or  instrumental  solo, 
— they  are  generally  divided  into  firsts  and  seconds,  with 
distinct  written  parts  for  each;  which  greatly  adds  to  the 
richness  of  their  effect.  A  still  greater  number  of  dif- 
ferent harp-parts  might  doubtless  be  excellently  em- 
ployed; and  indeed,  they  become  indispensable,  as  has 
just  been  seen,  when  the  object  is  to  render  possible, 
without  interruption  to  their  playing,  a  sudden  change 
of  key. 

The  Theban  bas-reliefs,  where  an  elaborate  represent- 
ation of  antique  harps  may  be  foimd,  prove  that  they 
had  no  pedals;  and  that,  consequently,  they  were  inca- 
pable of  modulation. 

Those,  not  less  antique,  employed  in  our  own  days, 
by  the  Welsh  and  Irish  bards,  have  several  rows  of 
strings;  and  Avithout  doubt,  this  arrangement  places 
modulation  and  the  chromatic  style  more  or  less  within 
their  power. 

I  have  specified  above,  in  speaJcing  of  iteration, 
the  essential  advantage  possessed  by  modern  harps, 
of   placing  two  strings    in  unison,  by  means  of   the 


double-action  pedals: — 


^^^ 


One  of  these  C!2's  being  produced  by  the  Ck  string, 
and  the  other  by  the  B|2  string  raised   a   semitone; 


or 


— |-  1  one  of  these  Ej^'s  being  produced  by 


the  E2  string,  and  the  other  by  the  D&  string  raised  two 
semitones.  It  is  hardly  to  be  believed  the  resources 
which  great  harp-players  at  present  are  able  to  derive 
from  these  double  notes, — which  they  have  named 
synonimex.  Mr.  Parish  Alvars,  the  most  extraordinary 
player,  perhaps,  that  has  ever  been  heard  on  this  instru- 
ment, executes  passages  and  arpeggios  which  at  first 
sight  appear  utterly  impossible ;  and  of  which  the  whole 
difficulty,  nevertheless,  consists  only  in  an  ingenious 
use  of  the  pedals.  He  plays,  for  instance,  with  wonder- 
ful rapidity,  passages  like  the  following: — 
8va    -------    loco 


^te^^^' 0—0—mKmm^^mt~    0~0-0~ 
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Allegro 
assai.  ff.-»7^ 


&c 


It  will  be  understood  how  easy  such  a  passage  Is, 
when  found  that  the  player  has  only  to  slide  three  fin- 
gers from  top  to  bottom  along  the  harp-strings,  without 
fingering,  and  as  fast  as  he  likes;  since,  by  means  of 
synonitiies,  the  instrument  is  self-tuned  exclusively  in 
series  of  minor  thirds,  producing  the  chord  of  the 
diminifihed  seventh;  and  that,  instead  of  having  for  the 
scale, — 
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he  has — 
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Only  the  A^  must  be  remarked;  which  cannot  be 
double,  and  therefore  has  no  repercussion.  In  fact,  it  is 
not  possible  to  have  four  sijnonintefi  at  once,  since  there 
are  only  seven  notes  in  the  scale,  and  that  four  synon- 
imes  would  require  eight  strings.  Moreover,  be  it 
observed,  that  the  AR  can  only  be  obtained  upon  one 
string  (the  A^  string),  and  does  not  exist  upon  the  next 
string  (the  G2  string) ;  this  latter  being  only  to  be  raised 
by  the  two  actions,  of  the  pedal  two  semitones,  which 
only  bring  it  to  A12.  This  objection  occurs  also  upon 
two  other  strings,  that  of  C2  and  F2 

There  are  therefore  still  wanting  on  the  harp  three 
synonimes,  DJj,  GH],  and  AJ ;  but  this  defect— for  it  is  a 
serious  one — will  be  obviated  when  the  manufacturers 
contrive  (as  Mr.  Parish  Alvars  proposes)  to  construct  for 
the  harp-pedals  of  the  three  notes,  Cl?,  F^,  and  Gl2,  a 
triple  action  which  will  permit  them  to  be  raised  three 
semitones. 

Mr.  Erard  will  be  WTong  to  suffer  such  a  want  still 
to  remain  in  this  instrument;  it  would  be  worthy  so 
skilful  a  manufacturer's  ingenuity  to  be  the  first  to 
supply  it. 

It  is  evident  that  if  all  the  synonime  strings  be  not 
used  at  once,  there  will  be  other  chords  left  than  those 
of  the  diminished  sevrnth'  and  the  various  combinations 
that  each  affords,  when  an  exact  account  is  taken  of  the 
action  of  the  pedals  on  the  strings,  will  be  still. more 
nuKicous  when  the  triple  action  of  the  pedals,  C2,  ¥2, 
and  G2,  shall  have  furnished  the  tliree  synonimes  of 
which  tlie  harp  at  present  is  deficient. 


The  Guitar. 

The  guitar  is  an  instrument  suited  for  accompanying 
the  voice,  and  for  figuring  in  a  few  unnoisy  composi- 
tions, as  also  for  executing  singly  pieces  more  or  less 
complicated  in  several  parts,  which  possess  a  true  charm 
when  performed  by  really  good  players. 

The  guitar  has  six  strings,  tuned  in  foiu-ths  and  thirds, 
as  thus: — 


i 


r=t 


-as'- 


It  is  sometimes  tuned  in  the  following  manner;  espe* 
daily  for  pieces  written  in  the  key  of  E : — 


■ar 


^- 
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ii 
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The  three  lower  strings  are  of  silk  covered  with  silver 
wire;  and  the  three  others  of  catgiit.  The  gnitar  is  a 
transposing  instrument  of  three  octaves  and  a  fifth  in 
compass;  and  written  for  with  the  G  clef,  an  octave 
above  the  real  sound : — 
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With  the  chromatic  intervals. 


Effect. 
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Major  and  minor  shakes  can  be  played  throughout 
the  extent  of  thi  ■  scale. 

It  is  almost  impossible  to  write  well  for  the  guitar 
without  being  a  player  on  the  instrument.  The  majority 
of  composers  who  employ  it,  are,  however,  far  from 
knowins;  its  powers;  and  therefore  they  freqTiently 
assign  it  things  to  play,  of  excessive  difficulty,  of  little 
sonorousness,  and  little  effect. 

It  shall  be  our  endeavor,  notwithstanding,  to  point 
out  the  proper  method  of  writing  simple  accompani- 
ments for  it. 

In  the  usual  position  of  the  right  hand,  the  little 
finger  resting  upon  the  body  of  the  instrument,  the 
thumb    is  used    for  playing  the  three    lower  strings, 


the  forefinger  plays  the 


1;  the  middle  finger  the  B,  "7l\"      o- 1- 


and  the  third  finger  the  first  string,  or  E, 


:t= 


whence  it  arises  that  in  playing  chords  of  more  than 
four  notes,  the  thumb  is  obliged  to  slide  over  one  or  two 
of  the  lower  strings,  while  the  three  fingers  directly 
strike  the  three  high  strings.  In  chords  of  four  notes, 
each  finger  strikes  only  the  string  appropriated  to  it; 
the  fingers  change  strings  only  when  there  is  occasion 
to  strike  low  chords  like  these : — 


I 
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The  guitar  being  especially  an  instrument  of  harmony, 
It  is  very  important  to  know  the  chords  and  likewise  the 
arpeggios  which  it  can  execute. 

Here  is  a  certain  number  in  different  keys.  We  will 
commence  by  the  easiest — those  which  are  played  with- 
out the  use  of  Barrage  (marked  Barro),  a  procedure  by 
which  the  forefinger  of  the  left  hand  placed  across  the 
neck  of  the  instrument,  upon  two,  three,  or  four  strings, 
serves  as  a  temporary  fret.  (The  (ret  is  a  little  piece 
across  the  neck,  on  which  rests  the  strings,  and  which 
decides  the  proper  length  to  be  put  in  vibration. ) 
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In  A. 
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The  flat  keys  are  incomparably  more  difficult  than  the 
preceding;  and  all  require  Barrage.  The  most  easy 
chords  are  the  following: — 


In  all  chords,  the  employment  of  the  first  and  the 
third  of  the  lower  strings  without  the  second  should  be 
avoided ;  because  the  thumb  would  then  be  obliged  to 
skip  over  tliis  second  string  in  order  to  go  from  the  first 
to  the  third : — 


/^  a rt?  -^ 


It  is  impossible  to  strike  these  chords;  but,  by  adding 
the  second  string  to  them,  they  become  easy: — 


[—^^^^ 
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Chords  of  the  dominant  seventh  also  should  not  be 
written  in  the  usual  position  of  three  thirds  above  each 
other,  as — 


m^mm^mm 


They  are  next  to  impossible;   tins  one  is  difficult, 

j  on  account  of  the 


but  still,  practicable, 


G,  which  is  played  on  an  open  string.    The  following 
is    very   easy,    and    at   the    same    time    sonorous  :  — 


on  accoimt  of  the  E  on  the  open  string. 


The  three  following  chords  are  easy,  and  link  well 
together,  in  all  keys : — 


l=i 
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Likewise  in  r|f,  in  G,  in  AJZ,  &e. :— 
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Of  course,  these  chords  may  sometimes  have  more 
than  four  notes,  in  keys  which  permit  their  having  a 
low  open  string;  in  A|;j,  for  instance,  in  Eq,  in  G,  in  F; 
in  short,  wherever  one  of  these  three  notes  may  be 
introduced  as  the  bass : — 


This    succession,    which    requires    Barrage    (marked 
Barre')  of  foiu-  strings,  is  equally  practicable  on  the  two 


lower  thirds  of  the  neck  of 
the  guitar: — 
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and  then,  ascending  by  semi- 
tones to 
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which  is  the  extreme  point  of  height  where  this  finger- 
ing can  be  employed. 

The  following  arpeggios  have  an  excellent  effect  on 
the  guitar :  — 


'^ 


-J-  -#-  -#- 


In  this  last  arpeggio  the  two  bound  liigh  notes  are 
played  by  catching  the  first  string  with  the  little  finger 
of  the  left  hand. 

Arpeggios  from  high  to  low  are  rather  troublesome  of 
execution,  but  quite  feasible : — 


mM^^M^ 


"^- 


PR 


=1: 


-        * gi — ^L — 0 0 — I J 


The  same,  reversed,  are,  on  the  contrary,  very  easy. 

On  account  of  the  retrograde  movement  of  the  thumb 
on  the  two  low  notes,  the  following  are  much  more  diffi- 
cult, and  less  advantageous : — 


J-^^. 


'^ 


Scales  bound  by  twos  and  twos,  with  the  reiteration  of 
a  note,  are  elegant,  and  tolerably  sonorous ;  particularly 
in  the  brilliant  keys  of  the  instrument: — 


Scales  in  thirds,  although  difficult  in  their  two 
extremes,  may  be  used  in  a  moderately  quick  move- 
ment:— 


r#-#-B-'»-S 
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Difficult. 


#-'-#-5-#-j(-#-i- 
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•^        zj?*'  "--      "      Difficult. 

This  applies  equally  to  series  of  sixths  and  octaves. 

Reiterated  notes,  two,  three,  four,  and  even  six  or 
eight  times  repeated,  are  easily  done;  prolonged  reitera- 
tions {rouleinentd)  on  the  same  note  are  rarely  good 
excepting  on  the  first  string,  or  at  the  Utmost  on  the 
three  hish  strings: — 
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1  2       1  2 
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--X  --J-  :4:  :^ 

The  notes  marked  with  a X are  played  vvitli  the  thumb; 
the  others  with  the  first  and  second  finger  in  succession. 

For  reiterations  (ronlemenis),  the  thumb  should  be  made 
to  succeed  the  first  and  second  fingers  on  the  same 
string: — 


„    11        Alle/jro. 
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Harmonics  are  well  obtained  on  the  guitar;  and  upon 
many  occasions,  felicitous  use  may  be  made  of  them. 
I'he  best,  are  those  produced  by  touching  the  octave,  the 
fifth,  the  fourth,  and  the  third,  major,  of  the  open 
strings. 

As  was  explained  in  the  chapters  on  instruments 
played  with  a  bow,  the  touched  octave  brings  out  this 

same  octave: — 
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Real  harmonics. 


ToM-bJog  the  octaves  of 
t**^  iix  open  strings. 
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The  fifth  touclied  produces 
the  twelfth. 
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i^  Real 


Real  baiTaoDics. 


Touching  the  fifthi 
the  six  opeu  strings. 


^ 
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The  fourth  touched  pro- 
duces the  double  octave. 


Touching  the  fourths 
after  six  open  strings. 


The  major  third  touched 
produces  the  KTeDteenth. 


Touching  the  major  third 
of  the  six  open  strings. 


=^: 
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Real  harmonics. 
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The  minor  third  touched 
produces  the  ninteenth' 
or  octave  above  the  12th. 


Touching  the  minor  Srils 
of  the  six  open  strings. 
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Real  harmonics. 
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These  latter  harmonics  are  the  least  sonorous,  and  are 
obtained  with  difficulty.  It  should  be  understood  that 
this  expression  of  real  harmonics  is  relative  to  the  diapason 
belonging  to  the  guitar,  and  not  to  diapason  in  general; 
for,  strictly  speaking,  these  real  harmonics  are  lu>ard  an 
octave  below,  like  all  tiie  other  sounds  on  this  instrumpnt 

On  each  string,  moreover,  chromatic  and  diatonic 
scales  in  artificial  harmonics  can  be  produce'd.  F(»-  this 
purpose,  the  fingers  of  the  left  hand  must  be  pi-essed  on 
the  notes  desired  to  be  heard  an  octave  higher;  and  then 
to  touch  the  middle  of  the  string  wiih  the  right  forefinger, 
and  to  play  beliind  the  forefinger  with  the  thumb  of  the 
same  hand: — 
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Real  harmonics. 


--T- 


--^ 


-<Sh 


-¥- 


:t:= 


1 


On  the  D. 


On  the  G. 


On  the  B. 


On  the  E. 
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One  can  hardly,  I  repeat,  without  playing  the  guitar, 
write  l>r  it  pieces  in  several  parts,  containing  various  pas- 
sages, and  introducing  all  the  resources  of  the  instrument. 
In  order  lo  fi)rni  an  idea  of  what  the  best  performers 


are  able  to  produce  in  this  way,  the  compositions  of 
such  celebrated  guitar-players  as  Zanni  de  Ferranti, 
Huerta,  Sor,  <fec.,  should  be  studied. 
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Since  tlie  introduction  of  the  pianoforte  into  all  houses 
where  the  least  tasle  for  music  exists,  the  guitar  has 
dropped  into  somewhat  rare  cultivation,  excepting  in 
Spain  and  Italy.  Some  performers  have  studied  it,  and 
still  study  it,  as  a  solo  instrument;  in  such  a  way  as  to 
derive  effects  from  it,  no  less  original  than  delightful. 
Cotni)osers  employ  it  but  little,  either  in  church  music, 
theatrical  music,  or  concert  music  Its  feeble  amount 
of  sonorousness,  which  does  not  admit  of  its  being  united 
with  other  instrunients.  or  with  many  voices  possessed 
but  of  ordinary  brilliancy,  is  doubtless  the  cause  of  this. 
Nevertheless,  its  melancholy  and  dreamy  character  might 
more  frequently  be  made  available;  it  has  a  real  charm 
of  its  own,  and  there  would  be  no  impossibility  in  writ- 
ing for  it  so  that  this  should  be  made  manifest.  The 
guitar — unlike  the  majority  of  instruments — loses  by 
being  employed  in  aggregate.  The  sound  of  twelve  gui- 
tars playing  in  unison  is  almost  absurd. 


The  Mandolin. 

The  mandolin  has  almost  fallen  into  desuetude  at 
present;  and  this  is  a  pity:  for  its  quality  of  tone — thin 
and  nasal  though  it  be — has  something  appealing  and 
original  about  it,  which  might  occasionally  be  made  of 
effective  use. 

There  are  several  kinds  of  mandolins;  the  best  known 
has  four  double  strings;  that  is  to  say,  four  times  two 
Btrings  in  unison,  and  tuned  in  fifths,  like  the  violin. 

No. 
^Allegretto. 
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It  is  written  on  the  G  clef: — 
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The  E  strings  are  of  catgut;  the  A  strings,  of  steel; 
the  D  strings,  of  copper;  and  the  G  strings,  of  catgut 
covered  with  silver  wire. 

The  compass  of  the  mandolin  is  about  three  oc- 
taves : —  _^^'^Z. 
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Wit.h  the  chromatic  intervals. 


It  is  an  instrument  more  for  melody  than  for  harmony ; 
its  strings  being  put  in  vibration  with  a  quill  orplectrum, 
which  the  player  holds  in  the  left  hand,  certainly  may 
allow  chords  of  four  notes  to  be  heard,  such  as  these — 


-■fS St-    -zs*-  -sy-     -ssi 2b- 

obtained  bypassing  the  quill  I'apidly  over  the  four  double 
notes;  but  the  effect  of  these  groups  of  simultaneous 
notes  is  rather  poor,  and  the  mandolin  has  its  real  char- 
acter and  effect  only  in  such  melodious  accompaniments 
as  the  one  written  by  Mozart  in  the  second  act  of  Don 
Giovanni : — 
18.  Don  Giovanni. — MoZART. 


YioiiiM. 


VioU. 


Mandolin 


D.  Giovuuu. 


Baases. 
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The  mandolin  is  at  present  so  neslecled,  that,  in 
theatres  where  iJon  Gioimnni  is  got  up.  there  is  always  a 
difficulty  in  peit'orinins  this  serenade  piece.  Although 
a  few  days'  study  would  enable  a  guitar-plaj'er,  or  even 
an  ordinary  violin-player,  to  acquire  sufficient  knowledge 
of  Ihe  nuindolin  for  tlie  purpose,  yet  so  little  respect  is 
entertained  for  tlie  int  ent  ions  of  the  great  masters,  when- 
ever It  is  a  question  of  breaking  through  old  habits,  that 
almost  everywhere,  even  at  tlie  Opera  (tlie  last  place  in 
the  world  where  such  liberties  should  be  taken),  they 
venture  to  play  the  mandolin  part  of  Don  Giovanni  on 
violins  pizzicato,  or  on  guitars.  'I'he  quality  of  these 
instruments  has  not  the  keen  delicacy  of  tliat  for  which 
tliey  are  substituted;  and  Mozart  quite  well  knew  what 


he  was  about  in  choosing  the  mandolin  for  accompanying 
the  amorous  lay  of  his  hero. 

Stringed  Instbumknts  with  Keys. 

The  Pianoforte. 

The  pianoforte  is  an  instrument  with  a  key-board  and 
metallic  strings,  put  in  vibration  by  hammers.  Its  pres- 
ent compass  is  six  octaves  and  seven-eighths.  It  is  written 
on  two  difEerent  clefs  at  once:  the  F  clef  is  appropriated 
to  the  left  hand;  and  the  G  clef,  to  the  right  hand. 
Sometimes,  also, — according  to  the  degree  of  height  or 
depth  of  the  passages  assigned  to  the  two  hands,  the 
clefs  are  interchanged:  — 
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The  shake  is  practicable  on  all  the  notes  of  the  scale. 
The  player  may  strike  or  arpeggio  in  any  way,  and  with 
both  bands,  a  chord  of  four  or  even  five  notes;  but,  at 
the  same  time,  they  should  be  written  as  close  as 
possible: — 
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Chords  struck,  embracing  an  interval  of  a  tenth,  are 
possible  however;  but  by  omitting  the  third,  and  even 
the  octave,  for  greater  facility.  Thus  they  are 
presented: — 
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Four,  and  even  five  real  parts  may  be  written  for  the 
piaDaforte,  by  taking  care  not  to  place  between  the  ex- 


treme parts  of  each  hand,  a  distance  greater  than  an 
octave  or  a  ninth  at  most ;  unless  indeed  the  [)edal  which 
raises  the  dampers  be  iised,  which,  by  prolonging  the 
sounds  without  the  player's  finger  remaining  on  the  key- 
board, allows  of  augmenting  the  distance  between  the 
parts : — 

An  example,  witliout  employing  the  pedal.     In  four 
parts : — 
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An  example  employing  the  principal  pedal: — 
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This  sign  :jc  indicates  that  tlie  dampers  must  be 
replaced  by  quitting  the  pedal ;  it  is  mostly  used  wlien 
the  harmony  changes,  in  order  to  prevent  the  vibration 
of  the  notes  of  the  last  chord  from  continuing  on  to  tlie 
following  chord.  With  a  view  to  tliis  excessive  prolon- 
gation of  the  sound  of  each  note,  care  sliould  be  taken 
as  much  as  possible,  in  employing  the  principal  pedal, 
to  avoid  appoggiaturas  with  accidentals  [alterees],  and 
passing  notes  in  the  middle  of  the  instrument;  because 
these  notes,  being  prolonged  like  the  others,  and  thereby 
becoming  introduced  into  the  harmony — to  which  nev- 
ertheless tliey  do  not  belong — produce  intolerable  dis- 
cords. In  tlie  upper  extremity  of  the  key-board  only, 
where  the  very  short  strings  do  not  maintain  their  sound 
so  long,  these  melodial  ornaments  are  practicable. 

The  hands  are  sometimes  made  to  cross — either  in 
obliging  the  right  hand  to  pass  over  the  left,  or  in  caus- 
ing the  left  to  pass  over  the  right : — 
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The  number  of  combinations  of  this  kind,  among  the 
various  parts  for  execution  on  the  pianoforte,  is  very 
considerable.  It  would,  indeed,  be  impossible  to  in- 
stance them  all  here.  It  is  only  by  studying  the  compo- 
sitions of  the  great  performers — those  of  Liszt  espe- 
cially,— that  a  just  idea  can  be  formed  of  the  excellence 
to  which  the  art  of  piano-forte  playing  has  now-a-days 
attained. 

It  will  there  be  seen  that  the  limits  of  possibility  on 
this  instrument  are  imknown;  and  that  every  day  new 
prodigies  accomplished  by  performers,  seem  to  remove 
these  limits  yet  farther. 

For  the  pianoforte,  as  for  the  harp,  it  is  better  in 
certain  cases — in  arpeggios,  for  example — not  to  bring 
the  hands  too  near  each  other.  An  arpeggio  like  the 
following  would  be  rather  inconvenient: — 
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It  would  therefore  be  incomparably  better  to  write  it 
thus : — 


leE^5?irafe^FE|3^ 


^^        ^^^^^^j        ^        ^^^^^^J 

I^H     H^^^S     y^^^g     ImCSS 


-^  -F-  -#-  -#-  -F- 

-#(-#-       -m-0-       -^^       -^  9-  ^'r  •- 


Diatonic  and  chromatic  scales  in    thirds,  for   both 
hands,  are,  however,  easy; — 
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These  same  scales  in  two  parts,  are  practicable  by 
one  hand  alone;  although  difficult,  in  a  quick  move- 
ment.    Moreover,  in  keys  where  there  are  few  sharps 
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and  flats,  tlie  two  Iiaiids  may  be  wriilcii  fi)r,  in  series  of 
sixth-thirds  in  three  parts: — 
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Besides,  tlie  pianoforte  at  the  point  of  perfection  to 
which  our  skilful  manufacturers  have  brought  it  now-a- 


days,  may  l)e  considered  in  a  double  point  of  view:  as  an 
orchestral  instrument,  or  as  forming  a  complete  small 
orchestra  in  itself.  On  only  one  occasion  has  it  been 
deemed  well  to  employ  the  pianoforte  in  the  orchestra 
under  the  same  class  ns  other  instruments;  that  is  to  say, 
letting  it  bring  to  the  aggregrate  its  own  peokuliar  resour- 
ces,— which  nothing  can  replace.  Certain  passages  in 
Beethoven's  concertos  ought,  nevertheless,  to  have  drawn 
the  attention  of  the  composers  to  this  point.  Doubtless 
they  have  all  admired  the  marvellous  effect  produced,  in 
his  grand  concerto  in  E'7,  by  the  slow  beatings  ['^  bntter- 
ifs"\  of  the  two  hands  on  the  piano  in  the  high  octave; 
during  the  air  for  the  flute,  clarinet,  and  basson,  and  up- 
on the  coiitiaii-mpos  of  the  Stringed  instruments.  Th us 
surrounded,  the  sonorousness  of  the  pianoforte  is  of  the 
most  seductive  kind;  it  is  full  of  calm  and  freshness;  and 
is  a  type  of  grace  itself: — 
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The  sole  occasion  alluded  to,  on  which  the  pianoforte 
has  been  thus  used,  is  quite  different.  The  author,  in  a 
chorus  of  airy  spirits,  has  employed  two  pianos  for  four 
hands  3n  accompanying  the  voices.  The  lower  pair  of 
hands  execute  rapid  ascending  arpeggios  in  triplets,  to 
which  respond,  at  the  second  half  of  the  bai-,  another 
(descending)  arpeggio  in  three  parts  executed  by  a  pic- 
No 


colo  flute,  a  flute,  and  a  clarinet,  upon  which  trembles  a 
double  shake  in  octaves  by  the  upper  pair  of  pianoforte 
hands.  No  other  known  instrument  could  produce  this 
Sort  of  harmonious  quivering  which  the  pianoforte  de- 
livers without  difficulty;  and  which  the  sylph-like  char- 
acter of  the  piece  here  renders  desirable:  — 
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Whenever,  on  Llie  coiiirary,  llio  puuiotbrte  i?  made 
to  go  beyond  soft  effects,  aud  attempt  a  forcible 
competition  with  the  orchestra,  it  vanishes  entirely. 
It  should  accompany,  or  be  accompanied ;  unless, 
like  harps,  it  be  employed  iu  large  numbers.  This 
would  not  be  unadvisabie,  I  feel  persuaded ;  but 
there  would  always  be — on  account  of  the  large  space 
they  occupy — mucii  difficulty  in  assembling  a  dozen 
grand  pianos  in  a  moderate  sized  orchestra. 

Considered  as  a  small  orchestra  in  itself,  the  piano- 
forte should  have  its  own  appropriate  instrumenta- 
tion. It  evidently  has  one ;  and  this  art  forms  a 
portion  of  the  pianist's.  It  is  his  duty,  on  many 
occasions,  to  judge  if  it  be  requisite  to  render  cer- 
tain parts  prominent,  while  others  are  left  in  shadow; 
and  if  he  ought  to  play  conspicuously  an  interme- 
diate passage,  bj'  giving  lightness  to  the  upper  orna- 
ments, and  less  force  to  the  bass.  It  is  for  him  to 
decide  the  opportunity  for  changing  fingers,  or  the 
eligibility  of  using  the  thumb  only,  for  such  and  such 
melody.  He  knows,  in  writing  for  his  instrument — 
when  the  harmony  should  be  spre.ad  or  brought 
close — the  various  degrees  of  distance  that  arpeggios 
should  iiave,  and  the  different  sonorousness  thence 
resulting.  He  should  know,  above  all,  how  to  use 
the  pedals  judiciously.  On  this  subject,  it  ought  to 
be  remarked,  that  the  great  pianoforte  composers 
have  never  failed  to  mark  with  as  much  care  as 
appropriateness  the  jjJaces  where  the  principal  pedal 
should  be  taken  and  quitted.  It  is  thei-efore  very 
reprehensibiy.  that  many  performers — both  great 
and  small — persist  in  not  observing  these  indications, 
aud  keep  the  dampers  constantly  raised,  utterly  for- 
getting that  in  this  case  many  unanalogous  harmo- 
nies must  necessarily  be  prolonged  the  one  upon  the 
other  in  a  manner  the  most  discordant.  This  is  a 
deplorable  abuse  of  an  excellent  thing ;  it  is  noise 
and  coufusiou  substituted  for  sonorousness.  It  is 
besides  ti  e  natural  consequence  of  tliat  intolerable 
tendency  in  performers — great  and  small — singers 
and  instrumentalists — to  rank  foremost  whatever 
they  imagine  conduces  to  their  own  persoiuil  inter- 
est. They  think  little  of  the  invariable  respect 
which  is  due  from  every  performer  to  the  composer ; 
or  of  the  tacit  but  absolute  compact,  made  by  the 
former  to  the  audience,  that  he  will  faithfully  trans- 
mit the  latter's  idea  to  them. — either  when  he 
honors  a  mediocre  composer  by  acting  as  his  inter- 
preter, or  when  he  has  the  honor  to  deliver  the  im- 
mortal thought  of  a  man  of  genius.  In  both  cases, 
the  performer  who  thus  allows  himself — following 
the  caprice  of  the  moment — to  go  contrary  to  the 
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intentions  of  a  composer,  should  reflect,  that  the 
author  of  the  work,  whatever  it  may  be  he  is  exe- 
cuting, has  probably  devoted  a  hundred  times  more 
consideration  to  the  place  and  duration  of  certain 
effects,  to  the  indication  of  particular  movements, 
to  the  design  of  his  melody  and  rhythm,  and  to  the 
choice  of  his  chords  and  instruments,  than  the  per- 
former can  have  given,  in  doing  the  contrary.  There 
cannot  be  too  strotig  a  protest  made  against  this 
senseless  privilege  which  is  too  often  claimed  by 
instrumentalists,  singers,  and  directors  of  orchestras. 
Such  a  mania  is  not  only  ridiculous ;  it  will  lead, 
unless  care  be  taken,  to  the  introduction  of  innu- 
merable and  unjustifiable  irregularities  into  the  Art, 
and  to  results  the  most  disastrous.  It  rests  with 
composers  and  critics  to  combine  in  never  tolerat- 
ing it. 

A  pedal  much  less  used  than  that  which  raises 
the  dampers — and  of  which,  nevertheless,  Beethoven 
and  some  others  have  availed  themselves  with  deli- 
cious effect — is  the  soft  pedal  [or  one-string  pedalj. 
It  is  not  oidy  of  exc-ellent  effect,  when  contrasted 
with  the  usual  sound  of  the  pianoforte,  and  with  the 
pomp  of  sonorousness  produced  by  the  principal 
pedal:  but  it  is  of  uiidisputable  utility  in  accompa- 
nying singing,  when  the  voice  of  the  singer  is  weak; 
or,  still  more  frequently,  when  a  character  of  softness 
and  gentleness  is  to  be  given  to  the  execution.  It 
is  indicated  by  these  words  : — '' soft  pedal ;"  or,  in 
Italian,  "  una  cordaP  Its  action  consists  in  pre- 
venting tiie  hammers  from  reaching  two  of  the  three 
strings  strung  in  unison  for  each  note. — possessed  at 
present  by  all  good  instruments.  Then,  only  the 
third  string  vibrates ;  whence  results,  a  diminution 
of  sound  by  two  thirds,  and  a  very  remarkable 
difference  of  character. 


Wind  Instedments. 

Before  studying  individually  each  member  of  this 
large  family,  we  will  fix  as  clearly  as  possible  the 
musical  vocabtdary  indicating  the  different  degrees 
of  height  or  depth  of  certain  instruments,  the  trans- 
positions to  which  these  differences  lead,  the  estab- 
lished mode  of  writing  for  them,  and  the  denominar- 
tions  wliich  have  been  applied  to  them. 

We  wdl  first  establish  a  line  of  demarcation 
between  those  instruments  of  which  the  sound  is 
produced  as  indicated  by  the  musical  signs,  and  those 
of  which  the  sound  issues  above  or  below  the  writ- 
ten note.  From  this  classification  the  following  lists 
result : — 


niOM   WHICH  THE   BOUND  ISSUES  AS   IT  IS   WTIITTEN. 

The  Violin. 
Viola. 
Viole  d'amour. 

Violoncello . . 

Usual  Flute 

Hautboy 

Clarinet  in  C 

Bassoon    


TRANSPOSING  INSTRUMENTS  : 

or  WHICH  THE  SOUND  IS  DIFrERENT  FROM  THE  WBirrBN  KOTI. 


The  Double-Bass. 

All  other  Flutes  than  the  usual  one. 
The  Corno  Inglese. 

All  Clarinets  excepting  the  Clarinet  in  C. 
f  Basson-quinte. 


Russian  Bassoon   (  Double  Bassoon. 

Horn  in  high  C Ail  Horns  excepting  the  Horn  in  high  C 
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NON-TBANSPOSIN'G   INSTBUMENTS.  TBANSPOSING  INSTRUMENTS. 

Cornet  a  Piston  in  C All  Cornets  h,  Piston  excepting  that  in  C. 

Trumpet   in  C All  Trumpets  excepting  the  Trumpet  in  C, 

Alto  Trombone     ) 

Teuor  Trombone  >  Alto  Trombones  with  Valve. 

Bass  Trombone    ) 

Ophicleide   iu   C ...       All  Ophicleides  excepting  that  in  C. 

Bombardon The  Serpent. 

Bass-Tuba. 

Harp The  Guitar. 

Pianoforte. 
Organ. 

r  when   written   on   their   respec-^       ~,  ,    T  when  written  on  the  G  clef ;  their) 

Voices  •<      tive  clefs  ;  and  not  all  equally  >•  "R      p         i      sounds   then   issuing  an   octave  > 

(      on  the  G  clef )  '       (      below  the  written  note.  ) 

Kettle-Drums. 

Bells. 

Ancient  Cymbals. 

Sets  of  Bells. 

Glockenspiel Keyed  Instrument  with  steel  bars. 

Keyed  Harmonica. 


It  will  be  seen  by  this  table  that  if  all  the  nou- 
transposiug  instruments  said  to  be  in  C,  emit  their 
sounds  as  they  are  written,  those  like  the  violin, 
hautboy,  and  flute,  which  have  no  designation  of  key, 
are  in  the  same  condition.  They  are  therefore,  in 
the  composer's  eye,  similar  to  instruments  in  C. 
Now,  the  denomination  of  some  wind  instruments, 
based  on  the  natural  sound  of  their  tube,  has  led  to 
the  most  singular  and  most  absurd  consequences  ;  it 
has  caused  the  art  of  writing  for  transposing  instru- 
ments to  become  a  very  complicated  task,  rendering 
the  musical  vocabulary  perfectly  illogical.  It  is 
therefore  high  time  to  revert  to  this  habit,  and  to 
establish  some  kiud  of  order  where  we  find  so  little 
existing. 

Performers  sometimes  say — speaking  of  the  tenor 
trombone — the  trombone  in  £2 ;  in  speaking  of  the 
alto  trombone,  the  trombone  in  JS\l ;  and  still  more 
frequently,  in  speaking  of  the  usual  flute,  the  flute 
inD. 

These  designations  are  so  far  correct,  that  the  tube 
of  these  two  trombones  with  the  slide  closed,  give 
out,  the  one,  the  notes  of  the  chord  of  -Sb,  the  other, 
those  of  the  chord  of  ^1?;  the  usual  flute,  with  its 
holes  stopped  and  its  keys  closed,  gives  out  equally 
the  note  I).  r>ut  as  performers  pay  no  regard  to 
this  resonance  of  the  tube,  as  they  produce  really 
the  written  notes,  as  the  C  of  a  tenor  trombone  is  a 
C  and  not  a  H?.  as  that  of  the  alto  trombone  is  still 
a  C  and  not  an  U'?-  as  that  of  the  flute  is  also  a  C 
and  not  a  D,  it  evidently  follows  that  these  instru- 
ments are  not,  or  are  no  longer  in  the  list  of  trans- 
posing instruments  ;  that  they  consequently  belong 
to  that  of  the  non-transposing  instruments ;  and 
that  they  are  supposed  to  be  in  C,  like  hautboys, 
clarinets,  horns,  cornets  and  trumpets  in  (7/  while 
no  designation  of  key  should  be  applied  to  them,  or 
else  give  them  that  of  C.  This  established,  it  will 
be  seen  of  what  importance  it  is,  not  to  call  the  usual 
flute,  flute  in  D;  the  other  flutes,  higher  than  this 
one,  having  been  designated  a^'cording  to  the  differ- 
ence  existing   between   their   pitch  and  that  of  the 


usual  flute,  it  has  become  the  fashion — instead  of 
saying  simply,  tierce  flute,  ninth  flute,  which  at  least 
offers  no  confusion  in  the  terms — to  call  these  instru- 
ments, flute  in  F,  flute  in  E^.  And  to  what  does 
this  lead  ?  In  a  score,  the  small  clarinet  in  E'2,  of 
which  the  C  really  makes  ^!?,  can  execute  the  same 
part  as  a  third  flute,  so-called  in  F;  and  these  two 
instruments,  bearing  the  names  of  difTerent  keys, 
are  nevertheless  in  unison.  The  denomination  of 
one  or  other  must  be  false;  and  it  is  absurd  to  adopt 
solely  for  flutes  a  mode  of  appellation  and  of 
designation  of  keys,  different  from  that  in  use  for 
all  other  Instruments. 

Hence  the  principle  which  I  propose,  and  which 
renders  impossible  all  misunderstanding:  the  key  of 
C  is  the  point  of  comparison  which  should  be  taken 
to  specify  the  keys  of  transposing  instruments.  The 
natural  sound  of  the  tube  of  non-transposing  wind 
instruments  can  never  be  taken  into  consideration. 

All  transposing  instruments,  or  only  transposing 
in  the  octave — of  which  consequently  the  written  0 
gives  C — are  considered  as  being  in  C. 

Accordingly,  if  an  instrument  of  the  same  kind 
is  tuned  above  or  below  the  pitch  of  the  typical 
instrument,  this  difference  will  be  desi^rnated  conso- 
nantly with  the  analogy  which  exists  between  it  and 
the  key  of  C.  Consequently,  the  violin,  the  flute, 
and  the  hautboy,  which  play  in  unison  with  the  cla- 
rinet in  C,  the  trumpet  in  C.  the  horn  in  C,  are  in 
O ,'  and  if  a  violin,  a  flute,  or  a  hautboy  be  employed, 
tuned  a  tone  higher  than  the  usual  instruments  of 
this  name,  this  violin,  this  flute,  this  hautboy,  then 
playing  in  unison  with  clarinets  in  D,  and  trumpets 
in  D,  are  in  D. 

Whence  I  conclude,  that,  for  flutes,  the  old  mode 
of  designating  them  should  be  abolished :  that  the 
tierce  flute  should  no  longer  be  called  flute  in  F ; 
but  flute  in  E^,  since  its  C  makes  EZ:  nor  ninth 
flutes  and  minor  second  flutes,  flutes  in  E2 ;  but 
large  or  small  flute  in  DV,  since  their  C  makes  D^- 
and  so  on,  with  all  the  other  keys. 
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Reed  Instkuments. 

The  family  of  double  reed  instruments  should  be  dis- 
tinguished from  that  of  single  reed  instruments.  The 
former  is  composed  of  five  individuals: — the  hautboy, 
the  coriio  inglese,  the  bassoon,  the  bassoouquinte,  and 
the  double-bassoon. 

The  Haalboy. 

Its  compass  is  two  octaves  and  a  sixth.  It  is  written 
on  the  G  clef: — 


•  ^ 


»~^ 


^=*-?: 


-#-#- 


-#-^ 


^^^zTxTtr 


S 


The  two  last  high  notes  should  be  used  with  much  re- 
serve; the  F  particularly  is  hazardous,  when  it 
presents    itself    abruptly.     Some    hautboys    have    the 

low  BJ?,  -/k-'  '-j ;  but  this  note  not  being  generally 

acquired  on  the  instrument,  it  is  better  avoided. 
Boehm's  system  obviates  the  difficulties  of  fingering 
still  belonging  to  the  hautboy  in  its  present  state,  and 
which  are  met  with  in  rapid  passages  from  the  middle 
Cjf  to  the  note  above: — 


-^=^^! 


And  from    the  G}}   to  the  FJ^:— 


i«»-*-it 


The  shakes  formed  of  these  different  intervals,  and  of 
some  others  also,  are  therefore  impossible,  or  excessively 
diflicult,  and  producing  a  bad  effect,  as  will  be  seen  by 
the  following  table: — 


■Difficult. 
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Impossible.  ( 


Impossible.! 


tr 
tr 


^SiSESE 
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tr       tr 


tr 
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•^1 


;<5^ 
tr 
tr       tr 


tr 
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Difficult. 


tr        tr  tr  tr        tr        tr 


I  Difficult. 


-■±:X 


tr      tr 


tr         tr     tr       tr       tr      ir 


JDifficult.'       tr  'impossible 


Difficult. 


i 


^21 


Difficult. 


^      W      tr 


Difficult? 

tr      tr        tr         tr 


Difficult. 


vL 


It: 


tr     tr       tr 


tr 


tr       tr 


tr 


Difficult. 


\^.  i^_  ^\z  \  fe 


tr       tr 


tr 


tr 


tr 


Impossible. 


ftJ|^>^W  1^  ^-  ^^  'Af-  fe  ^ 


^ 


'-^ 


:  ^:^  tr:zz  tr:::^^  tr:ziz  trmz  trzizi  tr:::^  tr—  z 


Hautboys,  like  all  other  instruments,  are  much  more 
at  their  ease  in  keys  where  there  are  few  sharps  or  flats. 
They  should  hardly  be  made  to  play  out  of  this  limit: — 


j^Ef-^ 


-0—^- 


-#— le- 


g3^ 


mm 


The  sounds  that  exceed  it,  either  below  or  above,  be- 
ing weak  or  thin,  hard  or  shrill;  and  all  of  rather  a  bad 
quality.  Rapid  passages,  chromatic  or  diatonic,  can  be 
tolerably  well  executed  on  the  hautboy;  but  they  only 
produce  an  ungraceful  and  almost  ridiculous  effect:  and 
the  same  with  arpeggios. 

The  opportunity  for  such  passages  can  be  but  very 
rare;  and  indeed,  we  confess  to  not  having  yet  met  with 
them.  The  temptations  of  this  kind  which  present  them- 
selves to  solo-performers,  in  their  fantasias  of  airs  with 
variations,  conduce  but  little  to  prove  the  contrary.  The 
hautboy  is  especially  a  melodial  instrument;  it  has  a 
pastoral  character,  full  of  tenderness — nay,  I  would  even 
say,  of  timidity. 

It  is  nevertheless  always  written  for,  in  the  tiUti  parts, 
without  paying  attention  to  the  expression  in  its  quality 
of  tone,  because  there  it  is  lost  in  the  aggregate  whole, 
and  the  peculiarity  of  this  expression  cannot  be  distin- 
guished. It  is  the  same  thing — let  it  be  at  once'  under- 
stood— with  all  other  wind  instruments.  The  only 
exception  is,  with  those  the  sonorousness  of  which  is 
excessive,  or  the  quality  of  tone  too  markp.'i  in  its  origi- 
nality. It  is  in  fact  impossible — w-'luout  trampling 
under  foot  both  art  and  good  ser;.e — to  employ  such 
instruments  as  those  as  simple  'istruments  of  harmony. 
Among  them  may  be  rar'Led  trombones,  ophicleides, 
double-bassoons,  anr'-  in  many  instances — trumpets  and 
cornets.  Cor.ior,  artless  grace,  soft  joy,  or  the  grief  of 
a'lagiie  being,  suits  the  hautboy's  accents;  it  expresses 
them  admirably  in  its  cantabile. 

A  certain  degree  of  agitation  is  also  within  its  powers 
of  expression;  but  care  should  be  taken  not  to  urge  it 
into  utterances  of  passion — the  rash  outburst  of  anger, 
threat,  or  heroism;  for  then  its  small  acid-sweet  voice 
becomes  ineffectual,  and  absolutely  grotesque.  Some 
great  masters— Mozart  among  others — have  not  escaped 
this  error.  In  their  scores  passages  are  to  be  found,  the 
impassioned  meaning  and  martial  accent  of  which,  con- 
trast strangely  with  the  sound  of  the  hautboy  that  exe- 
cutes thorn;  and  thence  result,  not  only  effects  missed, 
but  startling  disparities  between  stage  and  orchestra, 
melody  and  instrumentation.  The  tlieme  of  a  march, 
however  manly,  grand,  or  noble,  loses  its  manliness, 
its  grandeur,  and  its  nobleness,  if  hautboys  deliver  It 
it  has  a  chance  of  preserving  something  of  Its  cha 
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racttu- if  iiivcii  lo  flutes,  and  loses  scarcely  anything  Ivy 
beiiiu,  assigned  lo  clarinets  Wliere — in  order  to  give 
more  weight  and  body  to  the  harmony,  and  more  force  to 
tlie  group  of  wind  insirnmenis  employed — hautboys  are 
al)Solutely  needful  in  a  piece  such  as  I  have  just  described, 
at  least  they  should  be  written  in  such  a  way  that  their 
quality  of  tone  (not  suited  to  this  particular  style)  shall 
become  completely  covered  by  tlie  other  instruments,  and 
bleud  with  the  mass  so  as  no  longer  to  be  recognized. 
The  lower  sounds  of  the  hautboys,  ungraceful  when  dis- 
played, may  agree  with  certain  wild  and  lamenting 
harmonies,  united  to  the  low  notes  of  the  clarinets,  and 
to  the  low  D,  E,  F,  and  G  of  the  flutes  and  coriii  iiiglesi. 
Gluck  and  Beethoven  understood  marvellously  well  the 
use  of  this  valuable  instrument;  to  it  they  both  owe  the 
profound  emotions  excited  by  several  of  their  finest  pages. 
I  have  only  to  quote,  from  Gluck,  the  hautboy  solo  of 
Agamemnon's  air  in  I/>hi()S)iia  in  Aulide:  "Peuvent  ils,&c." 
("  Can  the  harsh  Fates").     These  complaints  of  an  iuno- 

No.  21. 


Andante. 


cent  voice,  these  contiimed  supplications  ever  more  and 
more  appealing,— what  instrument  could  they  suit  so  well 
as  a  hautboy?  And  the  celebrated  burden  of  the  air  of 
Iphiijcnia  in  Tauride :  "  O  malheureuse,  Iphige'uie."  And 
again,  that  childlike  cry  of  the  orchestra,  when  Alceste, 
m  the  midst  of  her  enthusiasm  and  heroic  self-devotion, 
struck  by  the  recollection  of  her  young  sons,  abruptly 
interrupts  the  phrase  of  the  theme:  "Eh  pourrai  je, 
vivrc  sans  toi,"  to  respond  to  this  touching  instrumental 
appeal,  with  the  heart-rending  exclamation:  "O  mes 
enfansl"  And  then,  the  discord  of  the  minor  second  in 
Armida's  air  with  the  words:  "Sauvez,  moi  de 
I'amour"  (•'Save  my  weak  heart  from  love").  All  this 
is  sublime:  not  only  in  the  dramatic  thought,  in  the  pro- 
found exi)ression.  in  the  grandeur  and  beauty  of  the 
melody;  but  also  in  the  instrumentation,  and  the  admi- 
rable choice  made  by  the  author  of  the  hautboys  from 
amidst  the  throng  of  other  instruments, — either  inade- 
quate, or  incapable  of  producing  such  impressions: — 

Iphijenia  in  Aulidi>. — Gl-UCK. 


Ist  Violins. 


and  Violins.  \ 
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Baotboys. 
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Double-basses. 
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Beethoven  has  demanded  more  fmm  the  joyous acoiMU  |  nicut  of  the  Sympbony  in  A;  in  the  episodical  aiidante 


of  the  hautboys:  witness  tlie  solo  of  the  scberzo  of  tlie 
Pastoral  Sympliony ;  tbiit  of  the  solierzo  of  the  Choral 
Sympbony;  tliat  of  the  first  movement  of  the  Symphony 
in  Bb,  <fec.  But  be  has  no  less  felicitously  succeeded  in  as- 
signing them  sad  or  forlorn  passages.  This  may  be  seen 
in  the  minor  solo  of  the  second  return  of  the  first  move- 


of  the  finale  to  the  Eroica  Symphony;  and,  above  all,  in 
the  air  of  Flddio,  where  Florestan,  starxini;  wltblmngcr, 
believes  himself, — in  his  delirious  agony, — surrounded  by 
his  weeping  family,  and  mingles  bis  tears  of  anguish 
with  the  broken  sobs  of  the  bautbov. 
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No.  24. 


VlntM. 


SautboTB. 


Olarineta 
IbA. 


^nisio  A. 


Baasoons. 


TioliQS. 


▼loUs. 


V«MsOoello3. 


Doab'c -masses. 


Poco  sostenuto. 


Imo  Solo._/t_; 


Symphony  in  A. — BlCETHOVKif. 


-^      -#7 


Imo  Solo. 


SS^S^eS 


0-0-  -0-  -0-0-  -#-  -0-0-  -0-  -0-0- 


—d-d -  S.   Szjl!^-^-^—^--*-ii- 3i£±itZ*^rS 


te 


Piif? 


!;:z#rSE?E 


2Sr 


-2g:- 


s*- 


1 


9fij|z§-S=?=! 


Pfzr. 


^5^; 


-7-? — «f- 


i 


It 


-I*  •-  -^ 


:ti:§ 


iB 


^^^^^^^ii 


-'f-f- 


-# — 0 — •■ 


es^^ 


E^^l 


3=7=?= 


:U5£t 


^^§^^=5: 


4— »-li^— J 


i 


-^.-: 


lii 


=nt; 


1 


=Si 


-■>-?- 


-s^, 

w^-? 


t: 

I — w^ 


PwT 


-*.-*= 


1 


-#-•-  -#-  -•-#-  -#•-  -#-#-  -#-  -#-» — 0~  -0-0-  ^^-       PP 


.E£fc" 


m 


rrgir^ 


— m-^ 1 — m — I—] — I — m — ^t-J — ^ — h 


fi>; 


^11 


m 


m 


1^1= 


33 


4'      ~n — Firrf^t^^^'jiiit^gj'-''^     '^^KJ'^^^^ii^ii 


1 


91 

No.  26. 
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No.  26. 
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The  Corno  Inglese. 
This  instrument  is,  so  to  speak,  the  alto  of  the  haut- 
boy, with  which  it  possesses  equal  compass.     It  is  written 
on  the  G  clef,  like  a  hautboy  in  F  below;  and,  conse- 
quently, a  fifth  above  its  real  sound. 


Its  scale — 


:r=«; 


^g0 
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3=s-f 
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-0-^ 
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~\=f- 


t=t 
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produces  for  the  hearer  this: — 


:3^:^-^-'- 


With  the  chromatic  intervals. 


Many  corni  inglesi  possess  also  the  low  B\). 


If  the  orchestra  play  in  C,  the  corno  inglese  ought  to 
be  written  in  d ;  if  it  play  in  D,  the  corno  inglese  should 
be  written  in  A  ;  <fec. 

What  has  just  been  said  upon  the  diflBculties  of  fin- 
gering for  the  hautboy,  in  certain  encounters  of  sharp- 
ened or  flattened  notes,  applies  also  to  the  corno  inglese; 
rapid  passages  upon  it  have  a  still  worse  effect:  its  qual- 
ity of  tone,  less  piercing,  more  veiled,  and  deeper  than 
that  of  the  hautboy,  does  not  so  well  as  the  latter  lend 
itself  to  the  gaiety  of  rustic  strains.  Nor  could  it  give 
utterance  to  anguished  complainings;  accents  of  keen 
grief  are  almost  interdicted  to  its  powers.  It  is  a  melan- 
choly, dreamy,  and  rather  noble  voice,  of  which  the 
sonorousness  has  something  of  vague, — of  remote, — which 
renders  it  superior  to  all  others,  in  exciting  regret,  and 
reviving  images  and  sentiments  of  the  past,  when  the 
composer  desires  to  awaken  the  secret  echo  of  tender 
memories.  Mr.  Halevy  has  with  extreme  felicity  em- 
ployed two  corni  inglesi  in  theritornello  of  Eleazar's  air, 
in  the  fourth  act  of  The  Jewess. 
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In  tie  Adagio  of  one  of  my  owq  symphonies,   the  corno  i  four  kettle-drums,  during  the  silence  of  all  the  res* 

taglese,  after  having  repeated  in  the  bass  octave  the  phrases  of  a     orchestra.      The  feelings  of  absence,  of  forgetfulness. 
kautboy — as  the  voice  of   a  youth   might  reply  to  that  of  a     rowful  loneliness,  which  arise  in  the  bosotus  of  the  audien 
foung  girl  in  a  pastoral  diilogue — reiteratei  fragments  of  them     hearing  this  forsaken  melody,  would  lack  half  their  pow 
tet  the  close  of  the  movement)  with  a  dull  accompaniment  of  |  played  by  any  other  instrument  than  the  corno  inglese. 

Adagio.  NO.  28.  /''aritaslic  Sijm/ihoni/.      (Scene  in  Ihejields, — BebLIOK. 


Corno  iDglese. 


lit  Kettle  drums 

In  B[).  high  F, 

Xwo  DrununerB. 


Snd  Kettle-dnims 

in  A[f.  C. 
Two  Drummers. 


Ist  Drummer,  drum- 
stick of  sponge. 
2nd  Drummer,  do. 


3rd  do. 
1th  do. 


do. 
do. 


^t 


even  9t  dim. 
^ 


V 


% 


*.- 


ffl 


i.  ^dm 


?-^- 


i 


9^# 


:}i= 


1?^=: 


^b^T^: 


^5 


^ 


lEfeSiE^Eg^E?^ 


'^ 


f^n 


^ 


-^-I 


i  ,-^ 


l^g 
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The  mixture  of  tlie  low  souiuls  of  the  coriio  inglese, 
with  the  bass  notes  of  the  clarinets  and  horns,  durins;  a 
tremolo  of  double-basses,  gives  a  sonorousness  as  peculiar 
as  it  is  novel,  and  well  suited  to  imbue  with  its  menacing 
impression,  those  musical  ideas  where  fear  and  solicitude 


predominate.  This  effect  was  unknown  eitlier  to  Mozart, 
Weber,  or  Beethoven.  A  magnificent  example  of  it  is  t« 
be  found  in  the  duet  in  the  fourth  act  of  the  Ilwiuinots, 
and  I  think  Mr.  Mej'crbeer  is  the  first  who  caused  it  tc 
be  lieard  on  the  stage. 


ViaUna. 


ViolaA. 


OMno  luglesa. 


7Int«a. 


Olarinets  in 


tnarinet 


lnA.\ 


B— noTH 


'Joraeta  &  Pis- 
ton iuB^, 


B^ouii. 


VlolasseUos. 


Doable-baaa. 


Andante. 


No.  29. 


The  Hugiitnots. — MeyebbeEK. 


S¥f 


— .-i-i—i""^ 


^^S 


-ttZjt-'-Ti-'i^'-it'-t' 


PP 


'^-^-^^^r^ii^:^?^^:^^^*^ 


m- 


^ — 


:§S=S: 


:^=:«: 


-3=-: 


3- 


7^^ 


-^ 


~i5>- 


-^m 


-*— ?- 


53E?E 


-p. 


S.^T 


ilUPi 


-^-- 


-?-f--»- 


-^. 


Et=2i-^ 


7^ 


w- 


-<sf-~ 


3^ : 


-f— 9- 


^: 


-«>-- 


tei^^E^ 


^ 


--m 


'^-0- 


ttt 


'Tis       re 
Tu      Pas 


ll#i|f 


ms^ 


^z 


PP' 
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a  duo. 


!1=^ 


shine 

Jiuit 


a         bril  -  liant  star    o'er  my  course 
quelle       e     -     toi  -  le        a     bril  -  U. 


iii^iii^^ 


:.   ^  -^  ^*- 
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In  compositions  wlieie  llu^  prevailing  impression  is 
that  of  melancholy,  the  frequent  use  of  the  corno  inglese 
hidden  in  the  midst  of  the  great  mass  of  instruments,  is 
perfectly  suited.  Then,  only  one  hautboy  part  need  be 
written;  replacing  the  second,  by  that  of  the  corno  ing- 
lese. Gluck  has  employed  this  instrument  in  his  Italian 
operas  of  2e/emato,  and  Orfiu;  but  without  manifest  in- 
tention, and  without  deducing  much  effect.  He  never 
introduced  it  in  liis  French  scores.  Neither  Mozart, 
Beethoven,  nor  Weber,  have  used  it;  wherefore,  I  know 
not. 

The  Bassoon, 

The  bassoon  is  the  bass  of  the  hautboy ;  it  has  a  com- 
pass of  more  than  three  octaves;  and  it  is  written  thus, 
upon  two  clefs : —  ,  .  -#!?^ 


^l==r:^~^^^^^ 


\l^- 


^ 


ith  the  Chromatic  Intervals. 


I  Hazardous.; 


but  it  is  more  than  prudent  not 
last  B\f.     The   keys   with  which 


to  carry  it  above  the 
t   is  now-a-days  pro- 


vided, allow  it  to  give  the  two  low  notes, 


'^~ 


!•-  ft* 

which  formerly  were  interdicted  to  it.     Its  fingering  is 
the  same  as  that  of  the  flute. 

There  are  several  shakes  quite  impossible  for  it,  at  the 
two  extremes  of  the  bassoon's  scale. 


Impossible. 
(1-  Ir 


y  Impossible,  W  Difficult.  W  Impossible.  V 


Difficult. 
tr 


Difficult. 
tr 


^^ 


S3^5^ 


m^^k^ 


wm^^^^Wm^^ 


Allei/ro,  5,' =  96. 


No. 


Difficult. 


Impossible. 


Difficult 


DifficultT] 


I  Difficult.  I 


1  Difficult, 

/r 


All  others  above  F^  are  either  bad  or  impossible. 

This  instrument  leaves  much  to  desire  on  the  score  of 
precision  of  intonation;  and  would  gain  perhaps  more 
than  any  other  wind  instrument,  from  being  constructed 
according  to  Boehm's  system. 

The  bassoon  is  of  the  greatest  use  in  the  orcliestra  on 
numerous  occasions.  Its  sonorousness  is  not  very  great, 
and  its  quality  of  tone,  absolutely  devoid  of  brilliancy  ■ 
or  nobleness,  has  a  tendency  towards  the  grotesque — 
which  should  be  a.lways  kept  in  mind,  wlien  bringing  it 
forward  into  prominence.  Its  low  notes  form  excellent 
basses  to  the  whole  group  of  wooden  wind  instruments. 
The  bassoon  is  ordinarily  wi-itten  in  two  parts;  but  large 
orcliesiras  being  always  provided  with  four  bassoons,  it 
can  then  be  without  inconvenience  written  in  four  real 
parts;  or,  still  better,  in  three, — the  lowest  part  being 
doubled  an  octave  below,  to  strengthen  the  bass.  The 
character  of  their  high  notes  is  somewliat  painful,  suf- 
fering— even,  I  would  say,  miserable,— which  may  be 
sometimes  introduced  into  either  a  slow  melody,  or  pas- 
sages of  accompaniment,  with  most  surprising  effect. 
Thus  the  odd  little  duckings  heard  in  the  scherzo  of 
Beethoven's  C  minor  Symphony,  towards  the  close  hf 
the  decrescendo,  are  solely  produced  by  the  somewhat 
forced  sound  of  the  Alj,  and  the  high  G  of  the  bassoons 
in  unison: — 

30.  Symphom/  in  C  minor. — Bekthovkn. 

Imo.  Solo. 


Horus  in  £[;). 


Bassoous. 


Violins. 


Viola. 


Violoncellos. 
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Hautboy,  Imo  Solo. 


h-r> r-—r — r—i 1- -,- 


-|B_^ ft. 


-^- 


-^ 


=^^=^=^=H^ 


«r_=J= 


gj^E^^^^^^^g^^^j 


Imo  Solo._^. 


gs-?=qa: 


-?-^- 


3=^ 


Pl^ 


/ 


fe 


gsj^Sfj^r^E^^^E^ 


-P—^- 


:t=i-- 


-(•-r- 


11 


FF=f-?-f^ 


■pp  Sempre. 


-^-?- 


pp  Sempre. 


=Fi?- 


?=^^B^=?-?-?- 


^^ 


-S- 


f^f 


-*-#- 


■?-^ 


iiE^E 


pp  Sempre. 


H«---H^ 


ne-^i-He- 


:S==t 


pp  Sempre. 


m^ 


-0 — # — »- 


-? — ^ 


I 


m 


jJ-_JJ^_jA^-_^ 


Imo  Solo.  I  I  I  I 


£fc 


*=F 


H«— # # 


-#—#—!• 


-^— #- 


*=^=tf=fe^ 


1^ 


:b=:f 


^5^^ 


=P— • — # 


:^=i: 


^=_ai^^ii==S 


^^^^^^^^^M^^^^^^U^^§^^M^\ 


^ifeP3E2 


S 


— h-?-?- 


-h^,_=r= — •- 


!^lii|^3E||^s| 


When  M.  Meyerbeer,  in  his  resurrection  of  the  Nuns, 
wished  to  find  a  pale,  cold,  cadaverous  sound,  he,  on  the 
contrary,  obtained  it  from  the  weak  middle  notes  of  the 
bassoon : — 

No.  31. 

Andante.                       Robert  Ir,  Dtab!*.— Meyerbeer. 
-3 f= 3 • 3 


BafisooDS  Soli 


and  detached,      (the  sforzandi  sli<jhtli/  marked. ] 

--1 — »-•' — --H — I — I — F 


sisl^ 


3  .    3 


3       -#-_,-*-#-i-# 


p^^p 


g^PPggiggpE^ 


Se^^^g^i 


:?=p:fiM=t^: 


.1==^ 


*       -#- 

Rapid  passages  of  bound  notes  may  be  successfully 
employed;  they  come  out  well  when  they  are  written  iu 
the  favorite  keys  of  the  instrunient,  such  as  D,  G,  C,  F, 
B\y,  E\),  A,  aiid  Iheir  relative  minors.  The  following 
passages  produce  an  excellent  effect  in  the  second  act  of 
the  fliigiienots : — 
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No.  82. 


Andanle. 
Sordini. 


Sve , 


The  Huguenots. — Meyebbeeb. 


VloUng. 


VloUs. 


Piute. 


Clarinet  in  B|j. 


Bassoous. 


Mm^ 


§!i^: 


9  Horns  in  E^. 


I  Horn  in  B|> 

llow)    "^    \ 


Kettle-dnunB 
iuO[)an<iBt>. 


3  Harps. 


Chorus 
of  young  girls. 


Violoncellos. 


Doable-teases. 


&: 


Sordini. 


v?v 


^£^ 


-^^^y, 


-^^-•- 


-•— 


Sordini. 


Pizz. 

0 — 


;t= 


I 


VP'P 

Imo.  Solo. 


1^: 


Col  Vno.  2ndo. 


Col  Vlles. 


V'P? 


V 


EBE 


V 


^v=fg:^z33=^-=yiirJ3,-p:z^ 


-t-i 


'-#—'?—? — *3^ 


g^jgEElsEgE|3:Ei:E£ 


-^— »» — -i- 


i»-»?-is=^^»-9- 


:tS: 


^i?^3E$3Eg3EESE 


■<■«■ 


nt    ^- 


^r- 


<# — 


-<#- 
tr 


fe= 


fE^; 


Young  maidens  fair, in  this  green 

Jeunes  beau  -  t£s sousce      /euil  • 


'imi 


N-N — i<-N- 


37z.-:^:l_z:^1i=s^_s!- 

_7 #-#-^-n#-#      ^         ' 


Young  maidehs  fair, 
Jeunes  beaut^s. 


:0EE 


#-#-T-*-« 


Young  maidens  fair, 
Jeunes  beaut^s, 


Very  soft,  legalo. 


ll^feK 


Andante. 


]04 


-#-   -#-.    -•-  -9- 

Young  maidens  faif, 

Jeanes      biautcs, 


who  brave  the  sun 
bravent    le  jour 


and  noonday  heat. 

et  fa       chaleur. 


ESS  issis 


'^^=^=i=^?^^hh^ 


1 


*6i 


1 


1 


The  Basson-quinte. 

The  basson-quinte  is  a  diminutive  of  the  precedini;: 
and  its  pitch  is  a  fifth  higher.  It  has  about  the  same 
compass;  and,  like  it,  is  written  upon  two  clefs,  —  but 
transposing:—  6,-  ^,- 


-*■*: 


i^ 


^^^b^^^i 


■^*- 


i^E&t'^E: 


:c 


With  the  chromatic  intervaJs. 
which  produces  in  real  sounds  ilic  following  scale: 


§E£ji:^^^-t 


--=t:-- 


> 


»  r 


-0-^^ 


With  the  chromatic  intervals. 


The  basson-quinte  is  to  the  high  bassoon  what  the  conio 
inglese  is  to  the  low  liautboy.  The  corno  inglese  should 
be  written  a  fifth  above  the  real  sound,  and  the  l)asson- 
quinte  a  f5fth  below;  therefore,  the  basson-quinte  will 
play  in  /•'  when  the  bassoons  play  in  C,  and  in  G  when 
they  are  in  D,  &c.  There  is  no  such  instrument  in  the 
generality  of  orchestras,  where  the  corno  inglese  replaces 
it  advantageously  in  its  two  upper  octaves.  Its  quality 
of  tone  has  less  feeling,  but  more  force,  than  that  of  the 
corno  inglese;  and  would  be  of  excellent  effect  in  mili- 
tary music  It  is  a  great  pity,  and  very  detrimental  to 
ivind  instrumeni  bands,  where  the  masses  of  large  and 
small  bassoons  might  soften  tlae  harshness  of  its  sound, 
that  the  basson-quinte  should  be  entirely  excluded  from 
them. 


lO." 


Tlie  Doublc-Basaoon. 


This  iiistriimeiit  is  to  tlio  bassoon,  what  tlie  double- 
bass  is  to  the  violoncello.  That  is  to  say,  its  sound  is  an 
octave  lower  tliaii  the  written  note.  It  has  seldom  more 
than  this  compass: —  _  ^^^--(t_ 


9-: 


^^g^ 


.if. 


2^  -#-  With  the  cliromatic  intervals. 

which  produces  In  real  sounds: — 


1 


=l::4 


^-#L> 


,!?szt 


^  0 


8ve  bassa 


■    loco 


The  two  first  notes  of  this  scale  come  out  with  diffi- 
culty; and  are  very  ineffective,  on  account  of  their 
extreme  depth. 

It  is  needless  to  add  that  this  very  ponderous  instru- 
ment is  only  suitable  for  ijrand  effects  of  harmony,  and 
to  basses  of  a  moderate  detjree  of  speed  Beethoven  lias 
used  it  in  the  finale  of  his  Symphony  in  C  minor;  and 
in  that  of  his  Choral  Symphony.  It  is  very  valuable  for 
larfje  wind  instrument  bands;  nevertheless,  few  players 
care  to  learn  it.  Occasionally,  the  attempt  is  made  to 
i-eplace  it  by  the  ophicleide,  the  sound  of  which  has  not 
the  same  depth;  since  it  is  in  unison  with  the  usual 
bassoon,  and  not  with  the  octave  below;  and  the  quali- 
ty of  tone  of  which  has  no  analogy  of  character  with 
that  of  the  double-bassoon.  I  think  therefore,  in  the 
majority  of  cases,  it  is  better  to  do  without  this  instru- 
ment, than  to  replace  it  thus. 

Clarinets. 
Simple  reed  instruments,  such  as  the  clarinet,  and  the 
corno  di  bassetto,  form  a  family,  whose  connection  with 
that  of  the  hautboy,  is  not  so  near  as  might  be  thought. 
That  which  distinguishes  it  especially,  is  the  nature  of 
its  sound.  The  middle  notes  of  the  clarinet  are  more 
limpid,  more  full,  more  pure  than  those  of  double  reed 
instruments,  the  sound  of  which  is  never  exempt  from  a 
certain  tartness  or  harshness,  more  or  less  concealed  by 
the  player's  skill.  The  higli  sounds  of  the  last  octave, 
commencing  with  the  C  above  the  stave,  partake  only  a 
little  of  the  tartness  of  the  hautboy's  loud  sounds ;  while 
the  character  of  tlie  lower  sounds  approach,  by  the 
roughness  of  their  vibrations,  to  that  of  certain  notes  on 
the  bassoon. 


The  clarinet  is  written  on  the  G  clef;  and  its  compass 
is  three  octaves  and  a  half,  or  more : — 


5  -*-  -*-   * 


:q=j=^=: 


i!=4=:l=J- 


ai— *- 


Mzz*z 


:t=t: 


m 


With  the  chromatic  intervals. 


-#--^ 


-0  ^ 


0-  -F-  -t— 


-0~    -^- 


bf- 


1 


JliE 


■-0- 

■X- 

3. 


Difficult.    Very  liazardoua. 

Four  registers  are  reckoned  011  the  clarinet: — the  low, 
the  chalumeau,  the  medium,  and  the  high. 
The  first  comprises  this  part  of  the  scale: — 


'-X 


The  second,  this: — 

These  notes  are  geueralln 


:d: 


P 


duU. 


-^— 


The  third  contains  the  following  notes: — 


And  the  fourth  is  found  in  the  remainder  of  the  scale 
up  to  the  highest  D: — 


-0 


•-  ■*-  iti  it= 


XljX"\ \r    -| [:: 


A  considerable  number  of  diatonic  successions,  of 
arpeggios,  and  of  shakes,  were  formerly  impracticable, 
which  are  no  longer  so,  thanks  to  the  ingenious  me- 
chanism of  keys  added  to  the  instrument;  and  which  be- 
come even  easy,  when  the  system  of  Sax  is  adopted  by 
all  the  manufacturers.  It  is  however  prudent— these 
improvements  not  being  yet  generally  adopted — not  to 
write  such  passages  as  the  following,  unless  the  move- 
ment be  very  slow: — 


lOG 


r^-;-=4 


^l-«^" 


i-r.^E 


^^Ettt 


;]; 


>z=LgMfEi= 


^> 


;^E^^^fE^fe^ii 


g^^^siz 


"li^s^ 


Tlie  number  of  major  and  minor  shakes  practicable  on 
Mie  clarinet  is  considerable;  those  which  are  not  to  be 
played  with  surety,  are  designated  in  the  subjoined  scale: 


p  8lii?p?T5r «!^ 


I   Difficult. 


Di£f. 
tr 


Difl.    I 
tr    I 


os^  ^vj^  tJi(^3tJ((^-    Z3f~  "^~  _ifr 

I     Diff.     I  I    Diff.  I 

(r    I  tr     \  tr  tr  tr   \        tr    \ 


Difl 


n 


I    Diff.      I 

(1-     I  tr    \  tr 


^b'-'-jj^^i  tr^^'il^'- 


gaiSfeiiSi^ 


DiE     i  I  Difl.       1 

tr  tr      I  tr    I  tr  tr      |  tr  tr    I 


r    Di«f.' 

(;•         I  (r 


Imp, 


'^5^- 


::t^-^. 


'« 


-DW.      I 

tr       I 


t!^^ 


i=Sii=-|: 


■"g^pElii 


SI! 


I   Imp. 


tr 


^  tr    X  tr    ^  tr  \tr 


:!3=:p^ 


tr 


Diff. 


Diff. 


i 


P 


m 


I   Diff. 


=^ 


Very  difficult. 


.i™5 


"i^  ei|:  ^il  sil^-'s'S^^^I'^l 


zTi 


IHi 


=  t: 


il 


L^'!:i„. 


Impossible. 


The  favorite  keys  of  the  clarinet  are  the  keys  of  C,  F, 
G,  principally;  and  then  those  of  Bj,  E^,  AV,  D'^  major, 
and  their  relative  minors.  As  there  exist  clarinets  in 
different  keys,  by  their  means  may  be  avoided  cansin-; 
the  performer  to  play  in  keys  containing  many  sharps 
and  flats;  as  A^,  -Ejj,  UQ,  D?,  G2  major,  and  their  rela- 
tive minors. 
There  are  four  clarinets  in  general  use  at  present: 
The  small  clarinet  in  E\i;  to  which  it  is  not  well  to  give 
a  compass  beyond  three  octaves  and  two  notes: — 

-G- 


i 


It  is  in  the  minor  third  above  that  of  the  clarinet  ir 
C;  and  is  written  by  transposing.  Thus,  to  have  tin 
following  passage — 


Ir 


Diff. 
tr 


•^^i^'-<^- 


Diff.  !  [^iff.  I    I     ,„ 

^^^ip^i^Hife  ill 


Diff. 

tr 

\tr 

«_ 

r-^i^-t 

1 — 

-^- 

— 



li|l  ^j:^^lkSAi?M^h^ 


:fer- 


^m. 


J(t-0 


-^-# 


*  .-P 


EE¥t5 


1 


it  must  be  written — 


=335 


^Ajl 


ft-0 


-^-0 


The  clarinet  in  C.  and  the  clarinets  in  L'2  and  in  ^1. 
These  two  latter  have  a  compass  equal  to  the  clarinet 
in  C:  but  the  one  sounding  a  major  second  and  the  otliiT 
a  minor  third  Imver.  their  parts  should  be  written  in 
ke\s  s;i  ni.icli  Iii^lier. 
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Oboioet  in  C. 


Olariuet  In  B\) 


Clarinet  in  A. 


^—  ., ^Good.       _,5^ 


Passable 


g^^i^SJl^ 


Passable. 


Bad. 


1 


kEmi^m^0:^M\^^^m^9 


Good. 


Mms^m^i^^^^m% 


Very  Bad. 


Sifc 


Passable. 


Good. 


Very  Bad. 


i^^^iMii^^^i^riliiiaB 


p 


to: 


mw^^mi 


Very  Bad.  - 


These  expressions,  "good,"  "bad,"  ''passable,"  do 
not  liere  apply  to  the  diflBculty  of  execution  of  the  phrases 
themselves;  but  merely  to  that  of  the  key  in  which  they 
are  written.  Moreover,  it  should  be  said,  that  the  rather 
diflBcult  keys, — such  as  AJJ  major,  and  E]}  major, — are 
not  to  be  entirely  shunned,  for  simple  phrases  and  for  a 
slow  movement. 

It  will  be  seen  that,  independently  of  the  particular 
character  of  their  quality  of  tone — of  which  we  are  about 
to  speak, — these  different  clarinets  are  very  usetui  as 
affording  facility  of  execution.  It  is  to  be  regretted  that 
there  are  not  more  still.  For  instance,  the  keys  of  fijj, 
and  of  D,  which  are  rarely  to  be  found,  would  on  numer- 
ous occasions  offer  great  resources  to  composers. 

The  clarinet  in  I)  is  little  used;  it  should  be  more  so, 
for  its  quality  of  tone  is  pure,  besides  having  remarkable 
power  of  penetration;  and  on  many  occasions,  excellent 
effect  might  be  produced  by  it. 

The  small  claiinet  in  F  (high),  which  was  formerly 
employed  in  military  music,  has  been  almost  aoandoned 
for  that  in  E-y,  xyliich  is  found,  and  with  reason,  to  be  less 
screaTny,  and  quite  snftieient  for  the  keys  ordinarily  used 
in  wind  instrument  pieces.  Clarinets  have  proportion- 
ally less  purity,  sweetness,  and  clearness,  as  their  key  is 
more  and  more  removed  above  that  of  B'f),  which  is  one 
of  the  finest  on  the  instrument.  The  clarinet  in  C  is 
harder  than  that  in  D\f,  and  its  voice  has  much  less  charm. 
The  small  clarinet  in  E\>  lias  piercing  tones,  which  it  is 
very  easy  to  render  mean,  beginning  from  the  A  above 
the  stave.  Accordingly  it  has  been  eniploved.  in  a  mod- 
ern symphony,  in  order  to  parody,  degrade,  and  black- 
guardize  Of  I  may  be  pardoned  the  expression)  a  mel- 
ody; the  dramatic  intention  of  the  work  requiring  this 
strange  transformation.  The  small  ciai'inet  in  F  has  a 
still  more  marked  tendency  of  the  same  kind.  In  pro- 
portion as  the  instrument  becomes  lower,  on  the  con- 
trary, it  produces  sounds  more  veiled  and  more  melan- 
choly. 

In  general,  performers  should  use  only  those  instru- 
ments indicated  by  the  author.  Each  of  these  instru- 
ments having  a  particular  character,  it  is  at  least  ])roba- 
ble  that  the  composer  has  chosen  one  rather  than  the 
other,  from  preference  for  such  and  such  a  quality  of 
tone,  and  not  from  caprice.     To  persist, — as  some  per- 


formers do — in  playing  (by  transposing)  on  the  clarinet 
in  B\f,  is  therefore,  with  some  few  exceptions,  a  faith- 
lessness of  execution.  And  this  faithlessness  becomes 
more  manifest  and  more  culpable  when  it  takes  place,  for 
instance,  in  the  clarinet  in  A.  In  fact,  the  composer 
may  have  written  it  only  to  have  his  low  E,  which  gives 
the  Cjff-.— 


Clarinet  ui  .\ 


■1^^ 


Real  sound  : 


What  then  would  the  player  of  the  clarinet  in  B  do, 
whose  low  E  gives  only  the  D  ? — 


Clarinet  in  B|j 


■^  -]    R'^al  sound:      j^  -j 


■a^ 


He  would  transpose  the  note  in  the  octave!  and  thus 
destroy  the  effect,  intended  by  the.  author! — which  is 
intolerable  I 

It  has  been  said  that  flie  clarinet  has  four  registers: 
each  of  these  registers  has  also  a  distinct  quality  of  tone. 
That  of  the  high  register  is  somewhat  tearing,  which 
should  be  use(i  only  in  the  fortissimo  of  the  orchestra 
(some  veiy  high  notes  may  nevertheless  be  sustained 
piano,  when  the  effect  of  the  sound  lias  been  properly 
prepared);  or  in  the  bold  (lassages  of  a  brilliant  solo. 
Those  of  the  chalumeau  and  medium  registers  are  suited 
to  melodies,  to  arpeggios,  and  to  smooth  passages;  and 
llie  low  register  is  approjiiiate — particularly  in  the  hold- 
ing notes — to  those  culdli/  thiTotcninij  effects,  those  dark 
accents  of  nintimilr'ss  rarji'.  which  Weber  so  ingeniously  in- 
vented. If  it  be  desired  to  employ  with  salient  effect 
those  piercing  cries  of  the  extreme  upjier  notes,  and  if  it 
be  dreaded  for  the  performer  a  too  sudden  advent  of  the 
dangerous  note,  this  introduction  of  the  clarinet  should 
be  hidden  beneath  a  loud  chord  from  the  whole  of  the 
orchestra;  which, — interrupting  itself  the  moment  tlie 
sound  has  had  time  to  settle  firmly  and  become  clear, — 
leaves  it  then  fully  displayed  without  danger. 
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C]«rinet  in  B\) 


Orchestra. 


,#  M  Kettle-drums.^        ff 
The   occasions  for  appropriately  inserting  these  ex- 
treme upper  holding  notes  are  very  rare. 

The  character  of  the  sounds  of"  the  medium  register 
imbued  with  a  kind  of  loftiness  tempering  a  noble  ten- 
derness, render  them  favorable  for  the  expression  of  sen- 
timents and  ideas  the  most  poetic.  A  frivolous  gaiety, 
and  even  an  artless  joy,  seem  alone  unsuited  to  theiii. 
The  clarinet  is  little  appropriate  to  the  Idyl;  it  is  an  r-pi'- 
instrument,  like  horns,  trumpets,  and  trombones.  Its 
voice  IS  that  of  heroic  love:  and  if  masses  of  brass  in- 
struments, in  grand  military  symphonies,  awaken  the 
idea  of  a  warlike  troop  covered  with  glittering  armour, 
marching  to  glory  or  death,  numerous  unisons  of  clari- 
nets, heard  at  the  same  time,  seem  to  represent  the  be- 
loved women,  the  loving  heroines,  with  their  proud  eyes. 
and  deep  affection,  whom  the  sound  of  arms  exalts;  who 
smg  while  fighting,  and  who  crown  the  victors,  or  die 
with  the  defeated.  I  have  never  been  able  to  hear  inili- 
lary  music  from  afar,  without  being  profoundly  moved 
by  that  feminine  quality  of  tone  in  the  clarinets,  and 
Btruck  by  images  of  this  nature,  as  after  the  perusal  of 
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Kettle-drums.J^     f 

ancient  epic  poems.  This  beautiful  soprano  instrument, 
so  ringing,  so  rich  in  penetrating  accents,  when  em- 
ployed in  masses, — gains  as  a  solo,  in  delicacy,  evanes- 
cent sliadowings,  and  mysterious  tenderness,  what  it 
loses  in  force  and  powerful  brilliancy.  Nothing  so  vir- 
ginal, so  pure,  as  the  tint  imparted  to  certain  inelodies 
by  the  tone  of  a  clarinet  played  in  the  mexiiinn  by  a  skilf-ul 
performer. 

It  is  the  one  of  all  the  wind  instruments,  which  can 
best  breathe  forth,  swell,  diminish,  and  die  away  its 
sound.  Thence  the  precious  faculty  of  producing  dis- 
tance, echo,  an  echo  of  «/io,  and  a  twilight,  sound.  What 
more  admirable  example  could  I  quote  of  the  application 
of  some  of  these  shadowings,  than  the  dreamy  phase  of 
the  clarinet,  accompanied  by  a  tremolo  of  stringed  in- 
struments, in  the  midst  of  the  Allegro  of  the  overture 
to  Frei/xc'iii'z !  Does  it  not  depict  the  lonely  maiden,  the 
forester's  fair  betrothed,  who.  raising  her  eyes  to  heaven, 
mingles  her  tender  lament  with  the  noise  of  the  dark 
woods  agitated  by  the  storm  ? — O  Weber!! 


Motto   Vivocp. 
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Violoucello. 
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Double-bass. 
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Lower  half  of  page   l  09. 
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I  take  ItVo.'fe  .T^ain  to  qut  •'  fium  iii)  Monodramp.  an 
♦ift'ect — it'  iio(  siiiiiliir,  yet  aiialo^jous,— of  ;i clarinet  aii',  ;lie 
fragments  of  wliioli,  inter.-tinicil  lu'  rf<ats,  are  also  accom- 
panied by  a  tri'i!ioloof  a  poriioiiof  tlieftringiiis'.runients. 
whiii>  the  doul)i(.'-l)asses  play  pizzicato  an  occasional  low 
nof<',  producing;  beneath  the  liarnioiiy  a  lieavy  pulsation, 
and  a  harp  introduces  bits  of  scarcolytieard  arpeggios. 
But  in  this  case,  iu  order  to  give  to  the  sound  of  the 
clarinet  an  accent  as  vague,  and  «)  remote  as  possible. 


„  u  Larghelto. 


1  have  canssod  tlis  instrument  'o  be  invo.Iaped  in  a 
leather  bag,  wliich  shall  ser^e  as  isordiLC.  TMamounV' 
ful  murmur,  ;Hitl  tb'>  half  stifled  sonorousness  of  this 
solo,  repeating  a  melody  pn^viously  heard  iu  another 
movement,  has  always  forcibly  struck  the  hearers.  This 
shadow  of  music  gives  birth  to  a  sorrowful  dejection, 
and  provokes  tears,  more  than  the  most  dolorous  accents 
could  do,  and  gives  the  spleen  as  much  as  tho  trembling 
harmonies  of  the  ^oliau  Harp. 

Ldio  ou  U  retour  a  la  vit.—  H.  BBRLIOa 


No.  34.  ^*^^ 


•  Tho  iiuitnimenc  abonld  be  wracped  in  a  bag  of  doth  or  leather. 
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Beethoven,  bearing  in  mind  the  melancholy  and  noble 
character  of  the  melody  in  A  major  of  the  immortal 
Andante  in  his  7th  Symphony,  and  in  order  the  better 
fo  render  all  that  this  phrase  contains  at  tbe  same  lime 
of  passionate  regret,  has  not  failed  to  consign  it  to  the 
medium  of  the  clarinet.  Gluck,  for  the  ritornello  of 
Alceste's  air,  "Ah,  malgre  moi,  <fec.,"  had  at  first  writ- 
ten a  flute:  but  perceiving,  doubtless,  that  the  quality 
of  tone  of  this  instrument  was  too  weak,  and  lacked  the 
nobleness  necessary  to  tbt;  delivery  of  a  tlieme  imbued 
with  so  much  desolation  and  mournful  grandeur,  gave 
it  to  the  '.'larinet.  It  is  still  the  clarinets  which  play 
simultaneously  with  tlie  voice,  that  other  air  of  Alceste 
replete  v/itli  sorrowful  resignation,  "Ah,  divinitc's  im- 
placables." 

An  effect  of  another  kind  results  from  three  slow 
notes  of  the  clarinets  in  tliirds  in  the  air  of  (Edipus, 
'■  Votre  cc:  r  dsvint  mon  azile."  It  is  after  llie  conclu- 
sion of  the  thome,  that  Polynice,  before  beginning  his 
air,  turns  towards  the  daughter  of  Tlieseus,  and  adds, 
as  jm  looks  at  her,  "  Je  coniuis,  &c.''  These  two  clari- 
nets in  thirds,  descending  softly  previous  to  the  ct)m- 
mencement  of  the  voice  part,  at  the  moment  when  the 
two  lovers  interchange  a  tender  regard,  have  an  excel- 
lent dramatic  meaning,  and  produce  an  exquisite  musi- 
cal result.  The  two  instrumental  voices  are  here  an 
emblem  of  love  and  purity.  One  fancies,  in  list<'ning  to 
them,  that  one  beholds  Eryphile  modestly  casting  down 
her  eyes.     It  is  admirable  ! 

Amiintf. 


Clwiaet 
inB|, 


Polvnice. 


nils      j'a  ■  do  - 
held,       I      a  ■ 


Sempre  pizj. 


rai,      la    charmante 
dor'd  the  charm  ing 


Substitute  two  hautboys  for  the  two  clarinets,  and  the 
effect  will  be  destroyed. 

This  delicious  orchestral  effect  is  wanting,  however,  in 
the  printed  score  of  Sacchini's  chef  d'oeuvre;  but  I  have 
too  often  remarked  it  in  the  representation,  not  to  feel 
certain  of  my  memory. 

Neither  Sacchini,  nor  Gluck,  nor  any  of  the  great 
masters  of  tliat  lime  availed  themselves  of  the  low  notes 
of  the  instrument  I  cannot  guess  the  reason.  Mozart 
appears  to  be  the  first  who  brought  them  into  use,  for 
accompaniments  of  a  serious  character  such  as  that  of 
the  trio  of  masks,  in  Dmi  Gunmnni.  It  was  reserved  for 
Weber  to  discover  all  that  there  is  terrible  in  the  qual- 
ity of  tone  of  these;  low  sounds,  when  employed  in  sus- 
taining sinister  harmonies  It  is  better,  in  such  a  case, 
to  writ(!  them  in  two  [)arts.  than  to  place  the  clarinets  in 
unison  or  in  octave.  The  more,  then,  that  tlie  notes  of 
the  harmony  are  numerous,  the  more  striking  will  be  the 
effect.  If  there  be  three  clarinets  at  disposal  for  the 
chord.  C^.  I'..  ZJ|>.  for  instance,  this  diminished  seventh 
well  worked,  well  introduced  and  instrumented  in  that 
way,  would  have  a  fearful  aspect,  which  might  be  far- 
ther rendered  gloomy,  by  adding  a  low  double  G  given 
to  a  bass-clarinet: — 
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Clarinet  in  C 


Clarinet  iu  C. 


Cliurinet  in  A. 


Baa  Clarinet 
iiiBg. 


75333- 


The  Alto  Clarinet 

Is  no  other  than  a  clarinet  in  F  (low)  or  in  E2  (low); 
And  consequently  at  a  fifth  below  the  clarinets  in  C  or 
In  bV,  of  which  it  has  the  whole  compass.  It  is  writ- 
ten, therefore,  in  transposing,  either  a  fifth,  or  a  sixth 
aiajor  above  the  real  sound. 


Alto  Olarinet. 
inF. 


Blleot  inreal 
■onnda. 


Alto  Clarinet 
iuEj, 


Effect  in  real 
sounds. 


It  is  a  very  beautiful  instrument,  that  one  regrets  not' 
to  find  in  all  well-constituted  orchestras. 

The  Bass  Clarinet, 
Lower  still  ^tlian  the  preceding,  is  an  octave  below  the 
clarinet  in  B2\  there  is  another  in  C.  however  (an  octave 
below  the  clarinet  in  C) ;  but  that  in  J3(?  is  much  more 
usual.  As  it  is  always  the  same  instrument, — con- 
structed ou  larger  dimensions, — as  the  ordinary  clarinet, 
its  compass  remains  much  the  same.  Its  reed  is  a  little 
weaker  and  more  covered  than  that  of  the  other  clari- 
nets. The  bass  clarinet  is  evidently  not  destined  to  re- 
place in  the  upper  notes  the  high  clarinets ;  but,  certainly, 
to  extend  their  compass  below.  Nevertheless,  very  beau- 
tiful effects  result  from  doubling,  in  the  octave  below, 
the  high  notes  of  the  B^  clarinet,  by  a  bass  clarinet.  It 
is  written,  like  other  clarinets,  on  the  G  clef : — 


Lss  Clarinet 
inB^. 


Effect  in  real 
Bounds. 


The  best  notes  are  the  lowest  ones ;  but,  owing  to  the 
slowness  of  the  vibrations,  they  should  not  be  made  to 
follow  each  other  too  rapidly.  Mr.  Meyerbeer  has  caused 
the  bass  clarinet  to  utter  an  eloquent  monologue  in  the 
trio  of  the  fifth  act  of  The  Huguenots : — 


No.  S3. 


LcH  Huytunots. — M£Y£RB££K. 


Makosi.. 


Bass  Clarinet 
inBt>. 
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Do  you  know,  as    I  join  your  hands  in  this  mys- 
Sa-vez-vous  qu^cnjoi-gnant  voz  mains  dans  ces  te- 
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te  -  rious  place,  thus  I    con  -  se-crate    ye, . .         thus  your  entrance  I      bless,  in-to  bonds  of  so- 

-        ne      -      bres       je    con -sa- ere  etbe-nis..  le    ban-quet  des    a  -  dieitz  et  des  no  -  ces  fxir 
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be 
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nis. 


be   -  longs. 
u    •    vis. 
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According  to  llie  iiiaiincr  of  wriliiig  it,  and  ilie  talent 
of  the  perfoiiuer.  tliis  iiistrniuent  may  borrow  that  wild 
quality  of  tone  wliicli  distiiignislies  tlie  Ivass  notes  of  the 

ordinary  clarinet,  or  thai  calm,  solemn,  and  sacerdotal  j  now  produce  the  Erj  or 
accent  belonging  to  certain  registers  of  the  organ.  It  is 
therefore  of  frequent  and  fine  application;  and  more- 
over, if  four  or  five  be  employed  iu  unison,  it  gives  a  rich 
excellent  sonorousness,  to  the  orchestral  basses  of  the 
wind  instruments. 


The  Conw  c'i  Bassetto 
Would  not  otherwise  differ  froui  the  alto  clarinet  in  F 
(low)  than  by  the  little  brass  bell  mouth  which  elongates 
its  lower  extremity,  were  it  not  that  it  has  besides  the 
faculty  of  descending  chromatically  as  far  as  the  C,  a 
third  below  the  lowest  note  of  the  clarinet: — 


iaii  manufacturer.    By  slightly  elongating  the  tube  of  the 

clarinet  towards  the  bell,  he  has  caused  it  to  gain  an 

additional   semitone   below;    and   consequently   it   can 

I)||.     The   B[>  of  the  raeilium. 
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ni  which  was  bad  on  the  old  clarinet,  is  one 


of  the  best  notes  on  the  modern  instrument, 
lowing  shakes  : — 


The  fol- 


Como  di  bassetto. 


The  notes  which  extend  above  this  compass  are  very 
hazardous;  nor  is  there  any  plausible  reason  for  employ- 
ing them,  since  there  are  high  clarinets  which  yield  them 
without  difficulty,  and  with  much  more  purity. 

Like  those  of  the  bass-clarinet,  the  low  notes  of  the 
corno  di  bassetto  are  the  finest  and  the  most  marked  in 
character.  It  should  be  merely  observed  that  all  those 
which  descend  below  the  E, — 
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can  only  be  emitted  slow!//,  and  by  detaching  them  one  from 
another.     A  passage   like   the  following  would  not  be 
practicable: — 
Wegretto. 


the  arpeggios  of  F  to  F, — 


and  numerous  other  inexecutable  passages,  have  now 
become  easy  and  of  good  effect.  It  is  well  known  that 
the  notes  of  the  high  register  are  the  dread  of  compos- 
ers and  performers;  who  only  dare  to  us(!  them  very  sel- 
dom, and  with  extreme  precaution.  Thanks  to  a  little 
key  placed  close  to  the  mouth-piece  of  the  clarinet,  M. 
Sax  has  rendered  these  sounds  as  pure,  as  smooth,  and 
almost  as  easy,    as   those   of   the  medium      Thn^  the 


double  Bj,  y\ 


X- 
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hich  Mas  hardlv  ventvkred 


Mozart  has  used  this  fine  instrument  in  two  parts  for 
darkening  the  colouring  of  his  harmonies  in  his  Reqititm  ; 
and  has  assigned  to  it  some  important  solos  in  h's  opi'ra 
of  La  Cleinenza  di  Tito. 

Improvemrnts  in  Ulan'rifls. 

The  manufacture  of  those  instruments,  which  remain- 
ed for  so  long  almost  in  its  infancy,  is  now-a-days  in  a 
state  of  progress  which  cannot  fail  to  bring  the  most 
valuable  results;  already  great  advance  has  been  made 
by  M.  Adolphe  Sax,  the  skilful  and  aocomplished  Paris- 


tobe  written,  comesoutfrom  the  clarinets  of  A.  Sax.  with- 
out urging,  or  preparation,  or  effort,  on  the  p;ut  of  the 
performer;  it  may  be  played /)/«n',^s; mo  without  the  least 
danger,  and  it  is  at  least  asswiH't  as  that  of  theilute.  As 
a  remedy  against  the  obstacles  arising  froui  the  too  great; 
dryness  or  too  great  moisture  necessarily  induci'd  by  the 
use  of  wooden  mouth-pieces,  according  as  the  instrument 
may  have;  remained  some  days  without  being  played,  or, 
on  the  contrary,  have  been  too  long  used,  M.  Sax  has 
given  to  the  c  aiinet  ,1  mouih-piece  of  iiilt  m;tal.  which 
enhances  the  brilliancy  of  its  tone,  and  snff<ns  tione  (if 
the  detriments  to  which  the  wooden  moiith-pieees  are 
subjeet.  This  clarinet  has  more  comi)ass,  m<ire  equal- 
less,  more  facility,  and  mon*  pr^  cision  than  the  old 
one;  while  the  fingering  remains  the  same,  excepting 
that  it  is  in  some  respects  simplified. 

M.  Adolphe  Sax's  new  lur^x  darinet  is  still  more  im- 
proved. It  has  -I'l  keys.  That  which  especially  disiin- 
ijuish'  s  it  from  the  old  one,  is,  its  periect  i)fecision  of 
intonation,  an  equalizAMl  temperament  throughout  the 
chromatic  scale,  and  a  greater  intensi  y  of  tone 

As  its  tut)(!  is  very  long,  the  performer  standiim  uf»- 
right,  the  bell  of  llie  instriMnent  nearly  touches  the 
ground;  hence  an  unfortunate  smothering  of  the  sound, 
had  not  the  skilful  fabricator  thought  of  remedying  tiiia 
by  means  of  a  concave  metallic  reflector,  which,  pl.iced 
beneatii  tin-  bell,  prevents  the  sound  fiom  being  lost, 
directs  it  at  will,  and  considerably  augmrnts  its  volume. 

The  bass-clarinets  of  A.  Sax  are  in  Bj. 
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Wind  Instruments  without  Reeds. 
The  Flute. 

This  instrument,  wljich  for  a  long  time  remained 
imperfect  in  very  many  respects,  is  now, — thanks  to 
the  skill  of  certain  manufacmrers,  and  to  the  system  of 
fabrication  pursued  by  Boehm,  according  to  the  discov- 
ery of  Gordon, — as  complete,  as  true,  and  of  as  equal 
a  sonorousness,  as  could  be  desired. 

All  wind  instruments,  moreover,  will  soon  be  in  the 
same  condition:  it  will  be  perceived  that  their  truth  of 
intonation  could  not  be  irreproachable. — far  from  it — 
since  their  holes  having  always  been  pierced  according 
to  the  natm-al  stretch  of  the  performer's  fingers,  and 
not  according  to  the  rational  division  of  the  sound-tube 
— a  division  based  upon  the  laws  of  resonance,  and 
decided  by  the  focus  of  vibration.  Gordon,  and  after 
him,  Boehm,  began  by  piercing  the  holes  of  their  wind 
instruments  at  the  exact  points  of  the  tube  indicated  by 
the  physical  principle  of  resonance,  without  paying 
regard  to  the  facility,  or  even  the  possibility  of  applying 
the  fingers  of  the  hand  upon  each  of  these  holes;  cer- 
tain as  they  felt  of  being  able  to  make  it  accomplishable 
at  last  one  way  or  other. 

The  instrument  once  pierced  and  rendered  true  by 
this  proceeding,  they  invented  a  mechanism  of  keys  and 
rings  placed  at  certain  spots  where  the  performer's 
fingers  could  easily  reach  them,  and  serving  to  open  and 
close  those  holes  which  were  beyond  the  command  of  the 
fingers.  By  this  means,  the  old  fingering  necessarily 
became  changed ;  and  the  performers  had  to  commence 
new  methods  of  practice:  but  this  difiiculty  soon  being 
surmounted,  and  the  new  instruments  offering  such 
ample  compensation,  we  have  no  doubt  now,  that,  the 
example  spreading  ever  more  and  more,  in  a  few  years 
all  the  new  wooden  wind  instruments,  constructed  on 
Gordon's  and  Boehm" s  system,  will  have  entirely  super- 
seded the  old  ones. 
',  The  flute,  very  few  years  ago,  had  only  the  following 
compass : — 


-•H* 


:t=-tr. 


With  tlie  chromatic  intervals. 


There  have  been  successively  added  to  this  scale  two 
semitones  below,  and  three  above,  which  gives  three 
complete  octaves: — 


^l*' 


With  the  chromatic  intervals. 


However,  as  all  performers  have  not  the  C  key,  that 
is  to  say,  the  little  metallic  valves,  which  give  to  the 
flute  the  low  Cg  and  CJ,  it  is  better,  in  the  majority  of 
cases,  to  abstain  from  these  two  notes  in  writing  for  the 
orchestra.  The  two  last  high  sotmds,  ZJtJ,  C,  should  not 
either  be  employed  pianissimo,  on  account  of  a  certain 
difiiculty  which  attends  their  emission,  and  their  rather 


harsh  suimd.     The  Bi2,  on  the  contrary, 
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With  the  flutes  constructed  upon  Boehm's  method, 
shakes  are  practicable  on  the  notes  of  the  very  extreme 
upper  part  of  the  scale ;  and  from  the  B9  below  up  to 
the  highest  C;  moreover,  they  are  incomparably  more 
true  of  intonation: — 

The  flute  is  the  most  agile  of  all  the  wind  instru- 
ments; it  is  equally  suited  to  rapid  passages  (diatonic  or 
chromatic)  slurred  or  detached,  to  arpeggios,  and  even 
to  very  extended  passages  like  this: — 


-ft^  -^  -^-  -•-  -ft-0-it- 
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comes  out  without  trouble ;  and  may  be  sustained  as  piano 
as  desired,  without  the  least  danger.  The  number  of 
notes  on  which  shakes  may  be  made,  were  rather  re- 
stricted in  the  old  flute;  but,  thanks  to  the  keys  added 
to  the  modern  one,  the  major  and  minor  shake  is  prac- 
ticable upon  a  large  portion  of  its  chromatic  scale: — 


Also,  to  iterated  notes,  like  those  played  staccato  on 
the  violin;  which  are  obtained  by  double-tonguing: — 

A'l'-rjio.  , 
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The  keys  of  D.  6",  6'.  F,  .1,  E%  By  f^i.  and  tlicir 
relative  minors,  are  the  favorite  keys  of  the  flute;  the 
others  are  greatly  more  diflienlt.  A  flute  of  lloehm's, 
on  tlie  contrary,  can  be  plaved  in  Dy  ahnnst  as  easily  as 
in  //;. 

The  sou'ul  of  tills  instrnmcnt  is  swi'et  in  the  median), 
ratlier  pieroinu;  in  the  IiIl^Ii  notes,  and  very  cliavacteristic 
in  the  low  ones.  The  quality  of  tont;  of  ihr  medium, 
and  of  that  of  the  high  portion,  has  not  a  \  cry  special  or 
decided  expression.  They  may  be  employed  in  melo- 
dies, or  accents  of  varied  character;  but  without  equal  ling 
either  the  artless  gaiety  of  the  hautboy,  or  the  noble 
tenderness  of  the  clarinet.  It  should  s  em  then,  that 
the  flute  is  au  instrument  well-nigh  devoid  of  expression, 
which  may  be  introduced  anywhere  and  everywhere,  on 
account  of  its  facility  in  executing  groups  of  rapid  notes, 
and  in  sustaining  high  sounds  useful  in  the  orchestra 
for  adding  fullness  to  the  upper  liarmonies.  Generally 
speaking,  .this  is  true;  nevertheless,  oti  studying  the 
instrument  carefully,  there  may  be  discoverecl  an 
expression  i)eculiar  to  it,  and  an  aptitude  for  rendering 
certain  sentiments,  in  which  no  other  instrument  can 
compete  with  it.  If,  for  instance,  it  were  requisite  to 
give  to  a  sad  air,  an  accent  of  desolation.  Iiut  of  humility 

'      '  ^  ^        No. 
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Single  FiDte. 


Ist  Violins. 


3nd  Violins. 


and  resignation  at  the  same  time,  the  feeble  sounds  of 
the  flute's  medium,  in  the  keys  of  C  minor  and  /^  minor 
especially,  would  certainly  produce  the  desired  effect. 
One  master  only,  seems  to  me  tohave  known  bow  to  avail 
himself  of  this  palee-olouring;  and  heis(Jluck.  On  listen- 
ing to  the  melodramatic  movement  in  /->ininor  whicli  he 
has  placed  in  the  Klysian  fiehls  scene <jf  Or/' e.  It  will  be  ai 
once  seen  that  a  flute  only  could  fittingly  be  made  to 
utter  this  melody.  \  hautboy  would  have  been  too 
puerile,  and  its  voice  would  not  have  seemed  sufficiently 
pure;  the  corno  imjlese  is  too  low;  a  clarinet  would 
doubtless  have  answered  better:  but  certain  sounds 
would  have  been  too  [lowerful — none  of  its  softest  notes 
could  have  reduced  themselves  to  the  feeble,  faint,  veiled 
sound  of  the  /-'natural  of  the  medium,  and  of  the  first 
/Ji  above  the  lines,  which  imparts  so  much  sadness  to 
the  flute  in  this  key  of  D  minor,  where  these  notes  fre- 
quently occur.  In  short,  neither  the  violin,  the  viola, 
nor  the  violoncello  used  in  solo  or  in  masses,  would  serve 
to  express  this  very  sublime  lament  of  a  suffering  and 
despairing  de|)artcd  spirit;  it  required  precisely  the 
instrument  selected  by  the  autfior.  And  Gluck's  melody 
is  conceived  in  such  a  way  that  the  flute  lends  itself  to  all 
the  uneasy  writhings  of  this  eternal  grief,  still  imbued 
with  the  passions  of  earthly  life.  It  is  at  first  a  voice 
scarcely  audible,  which  seems  to  fear  being  overheard; 
then  it  latnents  softly,  rising  into  tlie  accent  of  reproach, 
then  into  that  of  profound  woe,  the  cry  of  a  heart  torn 
by  incurable  wounds,  falling  little  by  little  into  com- 
plaint, regret,  and  the  sorrowing  murmur  of  a  resigned 
soul.     What  a  poet! 

0//W.— Gluck. 
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An  effect  remarkable  for  its  sweetness,  is  that  of  two 
flutes  playing  in  tlie  medium  successions  of  tliiids  in  E\) 
or  in  A^ — both  keys  extremely  favorable  to  the  velvet 
sounds  of  this  instrument.  Beautiful  examples  of  this 
are  to  be  found  in  the  chorus  of  Priests  in  tlie  first  act 


of  (Edi/jKs:  "O  vous,  que  riiinocence  m€me,"  andin  the 
cavatina  of  the  duet  in  the  Vestate :  "LesDieux  pren- 
drout  pitic'.''  'J'he  notes,  By.  Ay,  G,  F,  and  £[j,  inflates, 
have,  thus  grouped,  something  of  the  sonorousness  of 
the  harmonica.  Thirds  of  hautboys,  corni  inglesi,  or 
clarinets,  do  not  resemble  them. 

The  low  sounds  of  the  flute  are  seldom,  or  else  ill 
employed  by  the  majority  (U  composers.  Weber,  ia 
numerous  i)assages  of  the  /■'ni/m/iiii-.,  and,  before  him, 
Gluck,  in  the  leiigious  march  in  Abesti,  have  i«;verthe- 
less  shown  what  may  be  done  with  it  in  harmonies  im- 
bued with  seriousness  and  thought.  These  bass  notes, — 
as  I  have  already  said, — mingle  admirably  with  the  low 
sounds  of  corni  inglesi  and  clarinets;  they  give  the  soft- 
1  ened  shade  of  a  dark  colouring: — 
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Alcesie. — Gluck. 
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Another  instance  of  this,  occurs  in  the  example  quoted 
from  Weber's  Frei/^chutz  (page  35).  There  is  something 
ineffably  dreamy  in  these  low  holding  notes  of  the  two 
flutes,  during  the  melancholy  prayer  of  Agatha,  as  she 
contemplates  tlie  summits  of  the  trees,  silvered  by  the 
rays  of  the  night  planet. 

In  general,  the  modern  masters  keep  their  flutes  too 
constantly  in  the  high  range ;  they  seem  afraid  that  the  e 
instruments  shall  not  be  suSicientiy  distinguish'  d  am  as\ 


the  mass  of  the  orches'ra.  It  hence  results  that  they 
predominate,  mstead  of  blending  in  With  the  whole;  and 
thus  the  instrumentation  becomes  hard  and  piercing 
ra  her  than  sonorous  and  harmonious. 

Flutes  form  a  family  of  themselves— like  hautboys  and 
clarinrts;  and  are  quite  as  numerous  The  laree  flute 
— of  which  mention  has  just  been  made— is  the  most 
used.  For  ordinary  orehes;ras,  no  more  than  two  large 
flu.e  pariS  are  written;  nevertb  1  ss.  toft  chords  held  on 


]2l 


by  three  flutes  would  often  have  an  cxrellont  effect  A 
charming  sonorousness  is  obtained  from  tlic  association 
of  a  sins^le  flute  above,  witli  four  violins,  sustaining  a 
high  harmony  in  five  i)arts.  Notwithstanding  the  pre- 
vailing custom.— for  which  there  is  reason,  however — 
which  always  gives  to  the  first  flute  the  liighest  notes  of 
the  harmony,  there  are  many  occasions,  in  which  a  con- 
trary plan  might  be  pursued  with  success. 

The  Piccolo  Flute. 

It  Is  an  octave  higher  than  the  preceding: — 
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Sves 


Effect: 


It  has  the  same  compass,  always  excepting  the  double 


blghC, 
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-,  which  comes  out  with  great  difBculty, 


tnd  with  a  sound  almost  insufferable;  so  that  it  should 


never  be  written.    The  Bj), 


is  already  of  ex- 


ceeding hardness,   and  can    only    be    employed    in    a 
fortissimo  of  the  whole  orchestra.    It  is  almost  useless, 


by  contrary  reason,  lo  write  the  notes  of  the  lower  oo 
tave:  sin-'c  I  hey  would  be  scarcely  heard:  and  unless  for 
an  effect  to  be  produced  by  the  peculiarity  of  their  feeble 
tone,  it  is  better  to  replace  them  by  their  eorresi^onding 
sounds  iu  tlie  second  octave  of  the  largo  flute. 

Piccolo  flutes  are  strangely  abused  now-a-daj's — as  is 
the  case  with  all  instruments  whose  vibrations  thrill, 
pierce,  or  flash  forth.  In  pieces  of  a  joyous  character, 
the  sounds  of  the  second  octave, — 


may  be  very  suitable,  in  all  their  gradations ;  while  the 
upper  notes, — 

are  excellent  (fortissimo)  for  violent  and  tearing  effects: 
in  a  storm,  for  instance,  or  in  a  scene  of  fierce  or  infer- 
nal character.  Thus,  the  piccolo  flute  figures  incom- 
parably in  the  fourth  movement  of  Beethoven's  Pastoral 
Symphony — now  alone  and  displayed,  above  the  low 
tremolo  of  violas  and  bosses,  imitating  the  whistlings  of 
a  temnest  whose  full  force  is  not  yet  unchained — now  on 
the  higher  notes  still,  together  with  the  entire  mass  of 
the  orchestra.  Gluck,  in  the  tempest  of  Iphiucnla  in 
Tauride.  has  known  how  to  make  the  high  sounds  of  the 
piccolo  flutes  in  unison  grate  still  more  roughly,  by  writ- 
ing them  in  a  succession  of  sixths,  a  fourth  above  the 
first  violins.  The  sound  of  the  piccolo  flutes  issuing  out 
in  tlie  upper  octave,  produces  therefore  a  succession 
of  elevenths  with  the  first  violins,  the  harshness  of  which 
is  here  of  the  very  best  effect. 
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With  the  large  flutes,  an  octave  below. 
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In  the  chorus  of  Scythians,  in  the  same  opera,  the  two 
piccolo  flutes  double  in  the  octave  the  little  grouped 
passages  of  the  violins;  these  whistling  notes,  mingled 
with  the  ravings  of  the  savage  troop,  with  the  measured 
and  incessant  din  of  the  cymbals  and  tamboui-ine,  make 
one  shiver.     (See  Example  (>4. ) 

Every  one  has  remarked  the  diabolic  sneer  of  the 
two  piccolo  flutes  in  thirds,  in  the  drinking  song  of  the 
Freyschutz.  It  is  one  of  Weber's  happiest  orchestral 
inventions: — 
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Spontini,  in  his  magnificent  bacchanalian  strain  in 
the  Banaidcs  (since  become  an  orgy  chorus  in  Nurmn- 
hal)  first  conceived  the  idea  of  uniting  a  short  piercing 
cry  of  the  piccolo  flutes  to  a  stroke  of  the  cymbals.  The 
singular  sympathy  which  is  thus  created  between  these 
very  dissimilar  instruments,  had  not  been  thought  of 
before.  It' cuts  and  rends  instantaneously,  like  the  stab 
of  a  poignard.  Tliis  effect  is  very  characteristic— even 
when  employing  only  the  two  instruments  mentioned ; 
but  its  force  is  augmented  by  an  abrupt  stroke  of  the 
kettle-drums,  joined  to  a  brief  chord  of  all  the  other 
instruments. 


Piccolo  Flutes. 


Hautboys  and 
Clarmets. 


Horns  and 
Ttnmpets  in  D. 


Trombones. 


Eettle-^nuDs. 


Violins  and 
Violas. 


Basses  and 
Double-basses. 
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These  different  examples,  and  yet  others  that  I  could 
cite,  appear  to  me  admiralile  in  every  respect.  Beetho- 
ven, (iluck,  Weber,  and  Spontini  have  thus  made  inge- 
nious use — no  less  <>rii;inal  than  rational — of  the  piccolo 
flute.  Ihit  when  i  lu;;ir  this  instrument  employed  in 
doubling  in  triple  octave  the  air  of  a  baritone,  or  casting 
its  squeaking  voice  into  the  midst  of  a  relisious  har- 
mony, or  strengthening  and  sharpening — for  the  sake  of 
noise  only — the  high  part  of  the  orchestra,  from  begin- 
ning to  end  of  the  act  of  an  opera,  I  cannot  help  feeling 
this  mode  of  instrumentation  to  be  of  a  platitude  and 


stupidity  worthy,   generally,   of   the    musical  style    to 
which  it  belongs. 

The  piccolo  flute  may  have  a  very  happy  effect  in  soft 
passages ;  and  it  is  mere  prejudice  to  think  that  it  should 
only  be  played  loud.  Sometimes  it  serves  to  continue 
the  high  scale  of  the  large  flute,  by  following  up  the  lat- 
ter at  the  moment  when  it  reaches  high  notes  beyond  its 
command.  The  passing  from  one  instrument  to  the 
other,  may  then  be  easily  managed  by  the  composer,  in 
such  a  way  as  to  make  it  appear  that  there  is  only  one 
flute  of  extraordinary  compass. 
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Piccolo  Flute. 


Large  Flute. 


A  charming  instance  of  this  device  occurs  in  a  phrase 
played  pianisuxino  on  a  low  holding  note  of  the  stringed 
instruments,  in  the  first  act  of  Auber's  opera,  Le  Dieu 
et  la  Bayadere. 

In  military  music  advantageous  use  is  made  of  three 
other  flutes,  which  might  be  made  very  serviceable  in 
ordinary  orchestras ;  these  are : — 

Firstly,  The  tierce  flute  (said  to  be  in  F),  of  which 
the  C  makes  E\!,  and  which  should — from  all  that  has 
been  said  in  commencing  this  chapter — be  classed  among 
transposing  instruments  in  E^.  It  is  exactly  a  minor 
third  above  the  ordinary  flute — from  which  it  differs  only 
in  that  particular,  and  in  its  more  crystalline  quality  of 
tone. 
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Secondly,  The  in  inorninth  piccolo  flute  (said  to  be  in 
E\^-),  the  C  of  which  makes  1)?;  and  which  accordingly 
may  be  classed  among  the  transposing  instruments  in 
D\l.  It  is  a  semitone  higher  than  the  octave  piccolo 
flute ;  and  it  should  be  similarly  treated: — 


Effect.  1 


t: 


Thirdly,  The  tenth  piccolo  flute  (said  to  be  in  F),  of 
which  the  C  makes  E's  ;  and  which  we  will  call  tenth 
piccolo  flute  in  eV.  It  is  an  octave  above  the  minor 
third  fliite,  and  a  tenth  above  the  ordinary  flute : — 


Effect. 
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It   should    not    be    made    to    go    above    the    high 
: ,  aud  even  tliis  note  is  excessively  pierc- 


ing, and  comes  out  with  difficulty. 

Some  orchestras  also  possess  a  large  minor  second 
flute,  of  which  the  C  makes  D2;  which  should  be  called 
flute  in  D[?,  and  of  which  the  diapason  is  only  a  semi- 
tone higher  than  that  of  the  ordinary  flute. 
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All  these  flutes,  which  concur  in  increasing  the  high 
compass  of  the  instrument,  and  of  which  the  qualities 
of  tone  are  variously  characterized,  are  useful,  moreover, 
in  rendering  the  execution  more  easy,  and  in  preserving 
to  the  flute  its  sonorousness,  by  allowing  it  to  play  in 
one  of  its  brilliant  lieys,  while  the  orchestra  is  written 
in  one  of  its  dullest  keys.  It  is  evidently  much  more 
advantageous,  for  a  piece  in  EP,  for  instance,  to  prefer 
the  minor  ninth  piccolo  flute  in  i)t?,  to  the  octave  piccolo 
flute;  because  the  former  of  these  plays  in  the  key  of  D, 
which  is  much  easier  and  more  full  sounding. 

It  is  a  pity  that  the  Fliite  d' amour  should  have  been 
allowed  to  fall  into  disuse;  its  diapason  was  a  minor 
third  below  the  ordinary  flute  (in  A,  therefore). 


This  completes  the  low-compassed  family  of  this 
instrument  (which  might  be  made,  however,  as  numer- 
ous a  family  as  that  of  the  clarinets,  if  needful);  and 
its  soft  smooth  quality  of  tone  miglit  be  of  excellent 
effect,  either  for  contrasting  with  the  quality  of  high 
flutes  or  hautboys,  or  for  giving  greater  body  and  depth 
of  color  to  those  harmonies — already  so  peculiar — which 
result  from  the  bass  notes  of  flutes,  corni  inglesi,  and 
clarinets. 


Wind  Instruments  with  Key-boards. 

The  Organ* 

Is  an  instrument  with  a  key-board  and  pipes  of  wood 
and  of  metal,  made  to  vibrate  by  means  of  the  wind 
sent  through  them  from  bellows. 

The  number,  lesser  or  greater,  of  series  of  pipes  of 
different  kinds  and  different  dimensions  possessed  by  an 
organ,  gives  it  a  proportional  variety  of  stops,  by  means 
of  which  the  organist  can  change  the  quality  of  tone, 
the  power  of  sound,  and  the  compass  of  the  instrument. 

They  call  the  draw-stop  that  mechanism  by  means  of 
which,  on  drawing  out  a  little  piece  of  wood,  the  organ- 
ist makes  such  and  such  a  stop  speak. 

[What  io  here  said  upon  the  organ  refers  to  Continental 
organs  ;  and  therefore  applies  but  partially  to  the  organ  in  this 
coaotry.— Translator.] 


The  compass  of  the  instrument  is  indefinite;  it  varies 
with  its  dimension, — which  is  ordinarily  designated  by 
the  number  of  feet  length  that  its  largest  pipe  measures, 
forming  the  lowest  note  of  the  key-board.  Thus,  they 
say: — an  organ  of  thirty-two  feet,  of  sixteen,  of  eight, 
or  of  four  feet. 

An  instrument  which  possesses,  with  the  lowest  stop 
— called  open  flute  of  thirty-two  feet — an  open  flute  of 
sixteen  feet,  an  open  flute  of  eight  feet,  a  Prestant,  or 
open  flute  of  four  feet,  and  the  Principal  which  sounds 
the  octave  above  the  preceding,  has  the  immense  com- 
pass of  eight  octaves : — 

Compass  of  32  feet. 
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Compass  of  the  Prestant  of  4  feet. 
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Compass  of  the  Principal. 
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With  all  tlie  Chromatic  Interrals. 


These  five  stops — as  may  be  seen — have  each  four 
octaves ;  but  many  others  among  those  of  which  we  shall 
presently  speak,  have  only  three,  or  even  two. 

At  the  present  time,  organ-builders  give  five  notes 
higher  to  their  key-boards.    The  compass  above  is  thus 


extended,  chromatically,  ap  to  F, 


^m 


A  large  organ  generally  possesses  Are  key-boards  out 
above  another. 
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The  tirst — ijeniest  to  the  organist — is  tlie  clioir- 
organ  key-board. 

The  second,  that  of  the  gi-eat  organ. 

The  third,  is  the  bombarde  key-board. 

The  fourtli,  the  recitative  key-board. 

The  fifth,  the  echo  key-board. 

There  is  moreover  a  sixtli  key-bourd  placed  in 
Ruch  a  manner  as  to  be  put  in  action  by  the  feet  of 
the  performer;  and  for  this  reason,  it  is  called  the 
pedal  key- board.  This  is  dedicated  to  the  lowest 
notes  of  the  organ.  It  has  only  the  two  octaves  at 
the  lower  end,  and  often  even  lacks  certain  intervals. 
Many  of  the  stops — the  eight-feet  stops,  for  instance 
— occurring  at  the  same  time  on  the  three  key  boards 
of  the  great  organ,  the  choir-organ,  and  the  pedal, 
may  be  doubled  or  tripled. 

The  stops  of  the  organ  are  divided  into  mouth 
stops,  and  reed  stops  ;  thus  named,  the  former,  from 
a  sort  of  open  mouth  at  one  of  their  extremities, 
serving  for  the  formation  of  the  sound,  and  the 
second,  from  a  little  tongue  of  brass  placed  also  at 
the  extremity,  producing  a  peculiar  quality  of  tone. 

The  mouth  stops  are  divided  into  foundation  or 
octave  stops,  and  mutation  stops.  The  foundation 
stops  are  open  or  closed  ;  the  closed  stops — called 
bourdons — are  an  octave  below  the  open  pipes  of  the 
same  size. 

The  mutation  stops  have  this  peculiarity. — that 
they  give  above  each  sound,  its  third,  its  fiflh,  its 
tenth,  in  such  a  way  as  to  represent,  by  the  action  of 
several  small  pipes,  the  aliquot  parts  or  harmonics 
of  the  large  |)ipes.  Organ  manufacturers  and  organ-  j 
ists  agree  in  finding  excellent  the  eflfect  produced  by 
this  multiplied  resonance,  which,  however,  decidedly 
causes  several  different  keys  to  be  heard  at  once. 
They  say,  "  it  would  be  insufferable,  if  the  higher 
sounds  were  distinguished  ;  but  they  are  not  Jteard., 
the  lowest  sound  absorbing  them."  It  remains  to  be 
explained  how  that  which  is  not  heard  can  i)roduce 
a  good  effect  to  the  ear.  At  any  rate,  this  singular 
proceeding  will  always  tend  to  give  the  organ  that 
harmonic  resonance,  which  is  vainly  sought  to  be 
avoided  in  horizontal  grand  pianofortes;  and  which, 
to  my  thinking,  is  one  of  the  worst  defects  in  sono- 
rousness which  modern  improvements  have  occa- 
sioned to  tiiis  instrument. 

Among  the  mutation  stops  are  reckoned,  the  gros 
nazard,  which  sounds  the  fifth  of  the  eight  feet  open 
flute. 

The  grosse  tierce,  which  sounds  the  fifth  of  the 
Prestant. 

The  onzieme  de  nazard,  which  is  in  unison  with 
the  Principal. 

The  tierce,  sounding  the  third  above  the  Principal. 

The  furniture,  OT  plein  jeu,  which  consists  of  three 
ranks  of  pipers,  and  of  seven  ranks  of  aliquot  pipes 
the  one  with  the  other. 

The  cymbal,  which  differs  from  the  furniture  stop, 
only  by  its  pi[)es  being  less  thick. 

The  cornet- — a  very  brilliant  stop,  of  two  octaves, 
and  of  five  ranks  of  pipes ;  it  only  plays  in  the  upper 
part.  Large  organs  possess  three  cornet  stops, — 
one  on  the  choir-organ,  another  on  the  great  organ, 
and  a  third  on  the  recitative  key-board. 


Among  the  reed  stops,  we  will  only  specify  the 
following: — 

First,  the  bombarde  ;  a  stop  of  great  power,  which 
is  played  on  a  separate  key-board,  or  on  the  pedal. 
Its  first  pipe  is  sixteen-feet ;  and  it  is  in  unison  with 
the  open  sixteen-feet. 

Second,  the  triimpet  stop  f  which  sounds  the  inii- 
soM  of  the  eight-feet  pipe,  and  consequently  the  high 
octave  of  the  bombarde. 

Third,  the  clarion  stop;  the  high  octave  of  the 
trumpet  stop. 

Fourth,  the  Cremona  stop ;  the  unison  of  the 
trumpet  stop,  but  less  brilliant ;  it  is  always  placed 
in  the  choir-organ. 

Fifth,  the  vox  humana  stop ;  which  sounds  the 
eight-feet  pipe,  and  is  placed  in  the  great  organ. 

Sixth,  the  hautboy  stop  ;  which  sounds  in  unison 
with  the  trumpet  stop.  It  has  usually  the  upper 
octaves  only  ;  but  it  is  completed  by  means  of  the 
bassoon  stop,  which  furnishes  the  two  other  octaves. 
These  different  stops  imitate  tolerably  well  in  their 
quality  of  tone,  those  instruments  whose  names  they 
bear.  There  are  organs  which  possess  many  other, 
such  as  the  corno  inglese  stop,  the  trombone  stop, 
&c. 

Every  organ  should  have  a  draw-stop  which  serves 
for  the  principal  sounds,  which  corresponds  with  the 
whole  of  the  key-board,  and  which,  for  this  reason, 
is  called  the  Principal. 

The  fingering  of  the  organ  is  the  same  as  that  of 
the  pianoforte, — with  this  difference — that  the  emis- 
sion of  the  sounds  being  less  instantaneous,  such 
rapid  successions  cannot  be  executed  as  on  the 
pianoforte ;  the  mechanism  of  the  keyboard,  more- 
over, obliging  the  organist  to  press  his  fingers  more 
upon  each  key.  This  instrument  possesses  the  power 
of  sustaining  the  sounds  as  long  as  may  be  desired : 
it  is  therefore  more  suited  than  any  other  to  the 
bound  style;  that  is  to  say,  to  that  in  which  the 
harmony  makes  the  most  frequent  use  of  suspensions 
and  prolongations,  and  of  oblique  movement.  In 
my  opinion,  liowever,  this  is  no  reason  for  invariably 
adhering  to  the  confines  of  this  style.  Music  for  the 
organ  is  sometimes  written  u[)on  thi-ee  lines  ;  the 
two  upper  ones  for  the  hands,  and  the  under  one  for 
the  pedal  key-boai'd. 

The  organ  seems  able — like  the  pianoforte,  and 
even  still  better — to  present  itself  in  the  instrumen- 
tal hierarchy,  under  two  aspects: — as  an  instrument 
belonging  to  the  orchestra,  or  as  being  in  itself  a 
complete  and  independent  orchestra.  It  is  doubtless 
possible  to  blend  the  organ  with  the  divers  constitu- 
ent elements  of  the  orchestra ;  and  it  has  even  been 
many  times  done:  but  it  is  strangely  derogatory  to 
this  majestic  instrument,  to  reduce  it  to  this  secondary 
condition.  Moreover,  it  should  be  felt  that  its 
smooth,  ecjual,  and  uniform  sonorousness,  never  en- 
tirely melts  into  the  variously  characterized  sounds 
of  the  orchestra,  and  that  there  seems  to  exist  be- 
tween these  two  musical  powers  a  secret  antipathy. 
The  Organ  and  the  Orchestra  are  both  Kings  ;  or 
rather,  one  is  Emperor,  the  other  Pope  ;  their  mis- 
sion is  not  the  same,  their  interests  are  too  vast,  and 
too  diverse,  to  be  confounded  together.  Therefore, 
on  almost  all   these   occasions,  where  this  singular 
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connection  is  attempted,  either  the  organ  much  pre- 
dominates over  the  orchestra,  or  the  orchestra  iiaving 
been  raised  to  an  immoderate  degree  of  iiifiiience, 
almost  eclipses  his  adversary. 

Tlie  .soft  stops  of  tlie  organ  seem  alone  suitable  for 
accompanying  the  voice.  In  general,  the  organ  is 
formed  for  absolute  dominion  ;  it  is  a  jealous  and 
intolerant  instrument.  In  one  case  only,  it  seems  to 
me,  the  organ  can,  without  derogation,  mingle  with 
the  choir  and  orchestra ;  and  even  then,  it  would  be 
on  condition  of  itself  remaining  in  its  solemn  isola- 
tion. For  example,  if  a  mass  of  voices  placed  in 
the  choir  of  a  ohurcli,  at  a  great  distance  from  the 
organ,  interrupted  its  chaunts  from  time  to  time,  that 
they  might  be  repeated  on  the  organ,  in  part,  or 
entirely  ;  if  the  same  clioir,  in  a  rite  of  some  sad 
'  character,  were  accompanied  by  a  lament  from  the 
orchestra  and  from  the  organ,  issuing  thus  from  the 
two  extreme  points  of  the  temple,  the  organ  suc- 
ceeding to  the  orchestra,  like  the  mysterious  echo  of 
its  lamentation, — this  would  be  a  mode  of  instru- 
mentation susceptible  of  grand  and  sublime  effects. 
But,  even  in  this  case,  the  organ  would  not  really 
mingle  with  tlie  other  instruments  ;  it  would  answer 
them,  it  would  interrogate  them  :  and  the  alliance 
between  the  two  rival  powers  would  only  be  the  more 
sincere,  that  neither  the  one  nor  the  other  would  lose 
anything  of  their  respective  dignity.  Whenever  I 
have  heard  the  organ  playing  at  the  same  time  with 
the  orchestra,  it  has  seemed  to  me  to  produce  a  de- 
testable effect ;  and  to  impair  that  of  the  orchestra 
instead  of  augmenting  it.  As  for  determining  the 
manner  in  which  the  organ  should  be  individually 
treated — considered  as  a  complete  orchestra  in  itself 
— this  is  not  the  place  for  us  to  do  so.  We  have 
not  undertaken  the  task  of  giving  a  series  of  systems 
of  the  different  instruments  ;  but  merely  a  careful 
study  of  what  is  the  best  mode  of  making  them 
conduce  to  musical  effect  in  their  association.  The 
knowledge  of  the  organ,  the  art  of  choosing  its  dif- 
ferent  stops,  of  contrasting  tiiem  one  with  tiie  other, 
constitutes  the  talent  of  the  organist, — supposing  him 
to  be,  according  to  custom,  an  extempore-player. 
In  the  contrary  case, — that  is  to  say,  considered 
merely  as  a  simple  performer  having  to  execute  a 
written  work, — he  should  scrupulously  conform  to 
the  composer's  instructions;  who,  accordingly,  is 
bound  to  know  the  special  resources  of  the  instru- 
ment he  writes  for,  and  employ  them  judiciously. 
But  these  resources  are  so  vast  and  so  numerous, 
that  the  composer  will  never  be  well  acquainted  with 
them, — as  it  appears  to  me, — unless  he  be  himself 
an  accomplished  organist. 

If,  in  a  composition,  the  organ  be  combined  with 
voices,  and  with  other  instruments,  it  should  not  be 
forgotten  that  its  pitch  is  lower  by  a  whole  tone,  than 
the  present  pitch  of  the  orchestra  ;  and  that  therefore 
it  should  be  treated  as  a  transposing  instrument  in 
Bb-  (The  organ  of  St.  Thomas  at  Leipzig  only,  on 
the  contrary,  is  a  tone  Ai^/ier  than  the  orchestra.)* 

The  organ  possesses  effects  of  sonorousness,  soft, 
loud,  and  awe-striking ;  but  it  is  not  in  its  nature  to 

•  This  is  applicable  only  to  ancient  organs  ;  modern  orgaii- 
fcuilders  tune  tlieir  instruments  to  the  pitch  of  the  orchestra. 


deliver  them  in  rapid  succession.  It  cannot,  there- 
fore, like  the  orchestra,  suddenly  pass  ivom  piano  to 
forte,  or  from  forte  to  piano.  By  means  of  the 
improvements  recently  introduced  into  its  construc- 
tion, it  can — by  the  successive  employment  of  dif- 
ferent stops  in  conjunction — produce  a  sort  of  cres- 
cendo ;  and  then,  bring  in  a  decrescendo  by  with- 
"drawing  them  in  the  same  order.  But  the  gradation 
and  re-gradation  obtained  by  this  ingenious  method, 
do  not  admit  of  the  intermediate  shades  whicii  t^ive 
so  much  force  to  these  fluctuations  of  the  orcliestra  ; 
there  is  always  felt — more  or  less — llie  operation  of 
an  inanimate  mechanism.  Erard's  instrument,  known 
under  tlie  name  of  the  expressive  organ  ('•  I'orgue 
expressif"),  alone  gives  the  possibility  of  really 
swelling  and  diminishing  the  sound ;  but  it  is  not 
yet  adopted  in  churches.  Serious  men — of  otherwise 
excellent  understanding — condemn  its  use,  as  de- 
structive of  the  religious  character  and  intention  of 
the  organ. 

Without  entering  upon  the  great  question,  so  often 
discussed,  of  the  propriety  of  expression  in  sacred 
music — a  question  which  simple  good  sense  exempt 
from  prejudice  might  resolve  in  a  moment — we  will 
take  leave  to  point  out  to  the  partisans  of  unornate 
music,  of  plain  song,  and  of  the  inexpressive  organ 
(as  if  the  loud  and  soft  stops  of  different  qualities  of 
tone,  did  not  already  give  to  the  organ  variety  and 
expression) ;  we  will  just  request  tiiem,  I  say,  to 
observe  that  they  are  the  first  to  exclaim  with  admi- 
ration, when  the  performance  of  a  chorus,  in  a  sacred 
work,  shines  by  the  delicacy  of  its  graduated  effects 
of  crescendo,  decrescendo,  liglit  and  shade,  swelled, 
sustained,  or  suppressed  sounds, — in  a  word, — by  all 
those  attributes  which  are  wanting  in  the  organ,  and 
which  Erard's  invention  will  tend  to  supply.  These 
persons  are  therefore  evidently  inconsistent  witb 
themselves ;  unless  they  pretend  (as  they  are  verj 
capable  of  doing)  that  expressive  gradations,  per- 
fectly appropriate,  religious,  and  catholic,  in  the 
human  voice,  become  suddenly,  when  applied  to  the 
organ,  irreligious,  heterodox,  and  impious.  It  is 
singular  also, — let  me  be  pardoned  this  digression, — 
that  these  critical  conservatives  of  orthodoxy  in  the 
matter  of  religious  music,  who  maintain,  and  with 
reason,  that  true  religious  sentiment  directs  inspira- 
tion (while  prohibiting  the  expression  of  gradations 
in  this  sentiment),  have  never  thought  of  blaming 
the  use  of  quick  fugues,  which  for  ages  have  formed 
the  staple  of  organ  music  in  all  schools.  Is  it  that 
the  theme  of  these  fugues — some  of  which  express 
nothing,  and  many  others  of  which  are  of  a  fashion 
at  least  grotesque, — become  grave  and  religious 
merely  because  they  are  treated  in  fugal  style  ; — 
that  is  to  say,  in  the  form  which  tends  to  reproduce 
them  oftenest,  and  display  them  most  constantly  ? 
Is  it  that  this  multitude  of  introductions  of  different 
parts,  these  imitations  in  canon,  these  scraps  of 
twisted  and  tangled  phrases,  j)ursuing,  flying,  and 
rollmg  over  one  another,  this  '-confusion  worse  con- 
founded," where  true  melody  is  excluded,  where  the 
chords  succeed  each  other  so  rapidly  that  their  char- 
acter can  scarcely  be  discerned,  this  incessant  sub- 
version of  all  system,  this  appearance  of  disorder, 
these  abrupt  interruptions  of  one  part  by  another, 
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all  these  h  deous  mu.sica!  pascjuina'.es,  excellent  for 
depiciing  an  orgy  of  savages,  or  a  ciancc  of  demons — 
become  transformed  iu  passing  through  the  pipes  of  an 
organ,  and  assume  the  serious,  the  grand,  the  calm  accent, 
eiUiei  supphant  or  contemplative,  of  holy  prayer,  of 
meditation,  or  even  of  terror,  religious  awe  and  dread! 
There  are  organisations  sufficiently  monstrous  to  find  all 
thi^  true.  At  any  rate,  the  critics  I  have  just  alluded  to, 
Aviihout  ])recisely  affirming  that  quick  organ  fugues  arc 
imlined  with  religious  feeling,  have  never  blamed  their 
inappropriatencss  and  absurdity,  probably  because  they 
found  tliem  in  long-established  use;  because  the  most 
learned  masters,  following  mere  routine,  have  written 
large  numbers  of  them:  and  lastly  because  writers  who 
treat  of  religiou.s  music  being  ordinai-ily  very  much  at- 
tached to  christian  dogmas,  involuntarily  consider  every- 
tliing  that  leads  to  alteration  iu  ideas  consecrated  by 
time,  as  dangerous  and  incompatible  with  the  immuta- 
bility of  faith.  For  our  part,  — and  fo  return  to  our 
subject. — we  own  we  think  that  if  Erad's  invention  were 
applied  to  the  old  organ,  merely  as  a  new  stop,  so  that 
it  might  be  serviceable  to  the  organist  in  employing  ex- 
pressive sounds  or  not.  or  at  least  so  that  it  might  swell 
and  diminish  certain  sounds  independently  of  others,  it 
would  be  a  real  improvement,  entirely  to  the  advantage 
of  the  iruc.  religious  style. « 


Brass  Ixsthumexts  vmii  ]\IorTii-i>iECE.s. 
IVie  Horn. 

This  instrument,  possessing  a  large  number  of  movea- 
ble crooks,  which  render  its  pitch  more  or  less  low,  and 
more  or  less  high.— its  compass  cannot  be  precisely  stated, 
without  at  the  same  time  knowing  the  kind  of  horn  in 
question.  It  is  in  fact,  easier  to  produce  high  sounds 
than  low  sounds  on  horns  of  a  low  key;  excepting,  how- 
ever, tlie  keys  of  .1.  Ij2,  and  C  (low),  "the  extreme  length 
of  their  tubes  rendering  the  emission  of  high  notes  very 
difficult.  It  is  easier,  on  the  contrary,  to  give  low  notes 
than  high  notes,  on  horns  whose  keys  are  high.  More- 
over, certain  horn-players,  using  a  large  mouth-piece,  and 
being  well-practised  in  giving  low  sounds,  cannot  bring 
forth  tiie  liiglier  ones:  while  others,  who  use  a  narrow 
mouth-piece,  and  have  accustomed  themselves  to  give 
forth  fho  high  notes,  cannot  produce  the  lower  ones. 

There  is  then  a  particular  compass  for  each  key  of  the 
instrument,  and  likewise  two  other  particular  compasses 
belonging  to  performers  who  play  the  high  part  (that  of 
the  first  horn),  and  the  low  part  (that  of  the  second  horn). 

The  horn  is  written  on  the  G  clef,  and  on  the  F  clef; 
with  this  particidarity  established  by  custom,  that  the  G 
clef  is  consi<lered  as  being  lower  by  an  octave  than  it 
really  is.  The  subjoined  examples  will  make  this  under- 
stood. 

All  horns,  with  the  exception  of  the  horn  in  C  above, 
arc  transposing  instruments;  that  is  to  say,  their  written 
notes  do  not  rci)resent  tlu>  real  sounds.. 

They  have  two  kinds  of  sounds  of  very  different  char- 
acter; open  sounds,  which  are  almost  all  the  natural 
resonance  of  the  harmonic  divisions  of  the  instrument's 
tube,  and  come  oiii  without  other  assistance  than  that  of 
the  lips  and  breatliof  the  player,  and  c/osed  sounds,  which 
are  ol)taine(l  by  closing  more  or  less  the  bell  (the  lower 
orifice  of  the  horn)  with  the  hand. 

First,  here  is  the  table  of  open  sounds  on  the  different 
first  and  second  horns : — 

Rare. 


Itar« 


jCompass  of  the  2nd  Horn^  '  Vsiii 

"'*'"      Compass  of  the  1st  Horn. 


Rare. 


_a           ICompass  of  the  2nd  Horn,  u*  V-sti^J?: ?  =r 
2  riy^ -Ikr  ^^s^'^^zziz-zzz H 


8  iuvcution  is  now  in  general  use. 


E=rpT=M«E^^'^ 


The  open  G#  caunotbe  so  easily  played  a*  he  GK  ;  but  it 
•on-,«s  out  very  well  if  it  be  preceded  by  a  ut.ghbouring  note 
like  Ol^,  or  Fff,  or  A.     It  is  a  little  too  Iiish. 
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2nd  Horn. 


3? 


-H^r' 


-^-  1st  Horn. 


itzsi 


±9: 


l^i^W-^'—^- 


r^- 


< 

a 
» 


2nd  Horn. 


^i= 


Pare.! 


Wz 


r-g— g- 


1st  Horn. 


Non-trans- 
posiag  iu- 
struuients  ; 
where  their 
notes  are 
written  on 
the  G  clef. 

Effect. 


1st  Horn. 


This  key  is  the  worst  of  all. 


^ 


The  double  G  helow,  marked  with  the  sign    *.  is  easier  in  the  higher 
keys  ;  but  is  bad  and  uncertain  in  most  other  keys  generally. 

The  family  of  horns  is  complete;  there  are  horns  in 
all  keys,  although  it  is  generally  thought  otherwise. 
Those  which  appear  to  be  wanting  in  the  chromatic 
scale  are  obtained  by  means  of  a  lengthened  piece  which 
lowers  the  iustrument  a  semitone.  Thus,  we  have,  in 
fact,  formed  of  all  pieces,  only  horns  in  B2  (low),  in  C, 
in  D,  in  E'^,  in  i?^,  in  F,  in  G,  in  A?,  in  yip  (high),  in 
B\z  (high),  and  in  C  (high);  but  by  adding  lengthening 
pieces  to  the  keys  of  ii^  and  C(lowj,  yfj  is  obtained, 
and  li'i  (low);  and,  by  the  same  means,  the  key  of  B  is 
transformed  into  1)2  (or  C'il),  the  key  of  G  into  G2  ,(or 
F^),  and  the  key  of  C  (high)  into  Bi\  (high)  (or  02)  ; 
this  last  key  is  obtained,  by  merely  drawing  the  slide  of 
the  horn  in  C  (high). 

The  closed  sounds  present,  not  only  with  the  open 
sounds,  but  even  with  themselves,  marked  differences 
of  tone  and  sonorousness.  These  differences  arise  from 
the  greater  or  smaller  opening  left  in  the  bell  hj  the  hand 
of  the  performer.  For  certain  notes  the  bell  should  be 
closed  a  quarter,  a  tliird,  or  one  half;  for  others,  it  re- 
quires to  be  closed  almost  entirely.  The  narrower  the 
opening  left  in  the  ^ell,  the  duller  and  rougher  the.  noU-- 


and  the  more  difficult  it  is  of  certainty  and  precision  In 
the  playing.  There  is  therefore  an  important  distinc- 
tion to  be  made  among  the  closed  sounds;  which  will  be 
designated  by  afiBxing  the  sign  J  to  those  which  are  the 
best  notes,  and  for  which  the  bell  must  be  only  half 
closed. 

The  white  notes  are  the  open  sounds, — the  table  of 
which  is  given  above ;  and  the  black  represent  the  closed 
sounds. 


kery  difficult ! 
land  very  dull  I 


(Very  difficult] 
land  very  c"   "' 


lifficultl 
rydulU 


b?=S^ 


,  rTerydull. 


Before  going  farther,  and  in  order  to  be  able  to  give 
the  table  of  the  complete  compass  of  the  horn,  we  will 
here  mention  that  there  are  still  some  open  notes,  less 
known  than  the  preceding,  yet  nevertheless  very  useful. 

u   -rr—^ 
They  are,  the  high  Gz,   Jr  H  the  intonation  of 


which  is  always  a  little  lower,  and  which  only  appears 
truly  in  tune  when  placed  between  two  Fs, — 


M] 


it   can    therefore    never    replace   Fti ;     the   low   .412, 


which  is  obtained  by  forcing  a  G,  and  by 


^ 


compressing  the  lips;  and  the  low  FJJ,  \j)  J 

which  comes  out,  on  the  contrary,  by  leaving  the  lips 
free.  These  t.vo  last  notes  are  very  valuable;  the  AI2 
particularly,  produces  on  many  occasions  an  excellent 
effect  in  all  the  keys  higher  than  the  key  of  D.  As  ro 
the  FjJ,  it  is  of  more  imcertain  emission;  and  there  is 
more  difficulty  in  sustaining  it  precisely  and  truly  in  tune. 
These  low  sounds  can,  strictly  speaking,  be  played 
without  preparation;  by  avoiding,  however,  letting  them 
be  preceded  by  notes  too  high :  it  is  nevertheless  much 
better,  generally,  to  place  them  after  a  G: — 


I*-  ^   ~^  P-   |s^ 


The  passing  from  the  A2  to  the  Fi}  is  practicable  la 
moderate  movement: — 


^ 
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Certain  horn-players  give  still  beneath  these  notes 


the  E 


:i- 


detestable  note,  and  almost 


inapproachable,  whieh  I  should  advise  composers  never 
to  employ.  The  same  with  regard  to  the  following  five 
low  notes  which  rarely  come  out  well  in  tune,  which 
there  is  much  trouble  in  fixing,  and  which  should  not 
be  attempted, — at  any  rate,  only  on  middle  horns,  such 
as  the  horns  in  D,  E,  and  F;  and  only  in  a  descending 
progression : — 


Natuial  note. 


I  Natural  note. 


^=t3FE3 


& 


— |-  rrt 

-i5>-  p3- 


By  uniting  the  compass  of  the  first  horn  with  that  of 
the  cecond,  and  by  making  the  factitious  open  notes,  or 
closed  notes,  succeed  the  natural  open  notes, — this  is 
the  immense  chromatic  scale  thence  resulting, — ascend- 
ing from  low  to  high . — 

Genebal  Compass  of  the  Hoen. 


Open ;  I 

factitious.      I 


I    Open  ; 


factitious. 


Bom  in  V.  ^-- 


-=ir 


y^  '^  P=  \z 


h^^^^^^^A 


Closed  : 
I  G<JOd.    I 


It  is  here  the  opportunity  to  point  out  that  rapid  suc- 
cessions are  the  more  difficult  on  the  horn,  according  as 
rts  key  is  lower;  its  tube, — which  is  then  of  considerable 
length, — not  being  able  instantaneously  to  be  put  in 
vibration.  As  for  even  natural  low  notes,  in  almost  all 
keys,  they  can  only  succeed  each  other  in  a  moderate 
movement;  it  is,  moreover,  a  general  law,  which  should 
be  observed  in  all  instruments — that,  since  the  low- 
sounds  are  those  which  result  from  the  greatest  number 
of    instantaneous    vibrations,    so,    the    sonorous    body 


should  have  the  requisite  time  for  the  production  of 
sound.  Thus,  the  following  passage,  on  a  low  bora, 
would  be  impracticable,  and  of  bad  effect 

A  lletiro. 


or  in  C,  or  iu 


This  one,— possible  on  a  horn  in  F,  and  in  the  higher 
keys, — would  also  be  very  bad  in  the  keys  of  C  and  of 
2il2low:— 

A  lUijro, 


t~       -#- V-  -0-  - 


i^E?E^J 


.    :*  _        . 
■It-  '         —i-       -*-  -i-       -*- 

Care  should  be  taken,  as  much  as  possible,  in  employ- 
ing closed  sounds,  particularly  in  the  orchestra,  to  inter- 
sperse them  with  open  sounds ;  and  not  to  skip  from  one 
closed  note  to  another ;  or,  at  least,  from  a  bad  closed 
note  to  another  equally  bad.  Thus,  it  would  be  absurd 
to  write —         :rQ: — |™^ 


On  the  contrary,  a  passage  like  this— 


i^^^gj^^ 


^ 


is  not  deficient  in  sonorousness,  and  can  easily  be  exe- 
cuted, because  it  contains  but  one  bad  closed  note  (the 
first  a1?)  ;  while  the  same  passage  transposed  would  be 
ridiculous,  and  of  excessive  difficulty : — 


Bad  example. 


TS3E^ 


^i2*- 


*■ — I 1 1 — I-  Wd — \—d — I — ' — I — I — I 


Bad  example 


^g^lg^fe^Sp^ 


By  these  three  examples  may  be  seen,  that  the  best 
closed  sounds  are  to  be  found — with  the  exception  of  the 
four  following: — 


■% 


situated  above  the  middle 
already  before  indicated: — 


=f^jji=» 


m 


A|2;   they  form  the  series 


This  is  why  the  phrase  in  Afe*  heretofore  cited,  good 
in  one  octave,  becomes  detestable  when  transposed  an 
octave  below,  where  it  runs  almost  entirely  upon  the 
worst  closed  notes, — 


i 


ti 


-X- 


--■X- 


-iz^ 


-JiH 


although  it  begins  with  an  open  note,  the  aI?, 


r*^ 


— a  factitious  note;  which  thus  attacked  rapidly,  and 
without  preparation,  is  of  extremly  hazardous  utterance. 
The  old  masters  limited  themselves,  in  general,  to  the 
use  of  open  sounds;  which  they  wrote — it  must  be 
owned — very  undexterously.  Beethoven  himself  is  ex- 
ceedingly reserved  in  his  use  of  closed  sounds,  when  he 
does  not  treat  the  horns  in  nolo;  the  examples  are  rather 
rare  in  lii^  orchestral  writing;  and  when  he  has  recourse 
to  them,  it  is  almost  always  for  a  striking  effect.  It  is 
lluis  with  tlie  closed  sounds  and  factitious  sounds  of  the 
three  horns  in  E?,  in  the  scherzo  of  the  Eroica  Syn»- 
pliony,  and  of  tlie  low  Fjif  of  the  second  horn  in  1)  in  the 
scherzo  of  the  Symphony  in  A: — 
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No    40. 


Siii/imia  £roiiff.— Beethovis. 


riutes. 


Hautboys. 


Clarinets    in 
Bb 

1st  and  2d(1   / 
HorniaE|j 


3r<l  Horn  in 
Eb 


Trumpets. 


Bassoons. 


Drums. 


Violins. 


Viola. 


Violoncello 
and  Double- 


J        f     r*- 


l^ll^^l^g^^ir^^s^l^l 


h      4— «-]■-<>- 


_7«.-  .1  '     1     ^'  -f  :d=  2n(lo.-r-  -••  :3- 


pilliiiPJiiiiiieilgl^mi^lfll-!i^ 


i=tH= 


liie 


ii^l^ 


11 


-^^^. 


ii^!=Ei==i==i= 


7^ 

■        _  ~ 

7^* 


-?-?-■ 


1 — . — 1 1 — JJ0 — #-'-^ -L 1- 


^13 


:i-^ 


-?-^ 


gg 


-^. 


Urrxr± 


.1    *Lf«__ 


/ 


-y-ni— ^-r#^d— •'-r'^-^-1->-r''~'r — '"y—^ — t — ^^a ^j-i     r  i^T-i-TTJ—a^  l"g^   *  T       »T 

I  i       I  ^,-  i  -*-  -*-  -_%        I  r • —  I  ' 


r- 


-»- 


1 


--'^ZEL^Z- 


Si 


:S 
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Sijmphony  in  A. — Beethoven. 


Tlute. 


HMitboys. 


Cnarlcets  in  A. 


Horns  ia  B. 


Traopet  in  D 


Bmsoous. 
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This  system  is  doubtless  greatly  superior  to  the  contrary 
method,  adopted  now-a-days  by  the  majority  of  French 
and  Italian  composers,  and  whicli  consists  in  writing  the 
horns  exactly  like  bassoons  or  clarinets,  without  taking 
into  account  the  enormous  difference  existing  between 
closed  sounds  aud  open  sounds,  as  also  between  certain 
closed  sounds  and  certain  others,  without  caring  for  the 
diflBculty  there  is  for  the  player  to  take  such  and  such  a 
note  after  another  note,  which  does  not  lead  to  it 
naturally, — for  tlie  dubious  coiiectness, — for  the  slight 
sonorousness  or  hoarse  and  strange  character  of  the  into- 
nations which  are  taken  by  closing  the  two  tliirds  or 
three  fourths  of  the  bi'D. — in  short  witliout  appearing  to 
have  a  misgiving,  that  a  thorough  knowledge  of  the  in- 
strument, that  taste  and  good  sense,  may  have  something 
to  do  with  the  use  of  the  sounds  whiclt  these  pupil- 
masters  thus  venture  at  all  risks  introducing  into  the 
orchestra.  Even  the  parsimony  of  the  ancients  is  evi- 
dently preferable  to  this  ignorant  and  odious  prodigality. 
When  closed  sounds  are  not  written  for  a  particular 
effect,  those  at  least  should  be  avoided,  the  sonorousness 
of  which  is  too  weak  aud  too  dissimilar  to  the  other  sounds 
of  the  horn. 

Of  these,   are  the  D^j  and  the  D'o  below  the  stave, 
^trpll ;  the  Afl   and  the   low  B^,^ 


i 


and  the  Alj  of  the  medium  ifc—bil 


which  should 


never  be  employed  as  notes  of  filling  up;  but  only,  in 
order  to  produce  effects  inherent  froin  their  dull,  hoarse, 
and  wild  quality  of  tone.  For  a  melodial  design,  the 
form  of  which  imperiously  demands  the  presence  i^f  this 
note,  I  would  except  only  the  middle  Aiy : — 


The  low  Si,, 


has    been    once    introdv"  'ed 


with  excellent  dramatic  purpose,  by  Weber,  in  thesooiie 
of  the  Freyschitz  where  Gaspard  invokes  Zamiel;  but 
this  sound  is  so  eloseil,  and  consequently  so  dull,  thai  t 
is  not  heard;  it  could  only  be  remarked,  by  the  wluli 
orchestra  suddenly  ceasing  at  the  nionient  of  its  uttfi- 
ance.  Thus,  the  middle  A^j  written  by  Meyerbeer  in  tl.«' 
Nun-scenes  of /?'y6f7<  le  Diab'c,  when  Robert  approafh«8 
the  tomb  to  gather  the  enchanted  branch,  gains  generiJ 
attention  only  on  account  of  the  silence  of  almost  alUhs 
other  instruments;  and  yet  this  note  is  much  more  eor? 
orous  than  the  low  B'y.  In  certain  scenesof  silent  horrvii, 
a  very  great  effect  may  result  from  these  closed  not  'ss  isA 
several  partM.  Me'hul  is  the  only  one,  I  believe,  wUohM 
perceived  this,  in  his  opera  of  Phrosine  el  Mdidore. 

Phrosine  el  M€lirlore. — MehUI. 


Basse!  and 
I>oul)l»4iaBee8. 


Violino  liiio. 


^^—^'S- —  I  ^'g      _    1       ^gi — ^^fg — >g — I — % 


:3,. 


J<5t 0-^-0- 
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My  re  -   dress  thou  shaltbe. 
Tu  »e   -   ras      mon    vengeur. 


^-^g^^^ 
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Major  and  minor  shakes  are  practicable  on  the  horn ; 
but  in  a  small  portion  of  the  scale  only.  These  are  the 
best. 


Less  good. 

tr     tr    tr 


tr     tr  i    tr  ,  tr  t  tr, 


iir  {fy- 


ir^ZlZfii 


I 


Horns  are  generally  written— whatever  may  be  their 
key,  and  that  of  the  orchestra — without  sharps  or  flats 
at  the  clef.  When  the  horn  is  treated  as  a  reciting  part, 
however,  it  is  bettor,  if  the  instrument  be  not  in  the 
same  liey  as  the  orchestra,  to  indicate  at  the  clef  the 
shai-ps  or  flats  required  by  the  key;  but  it  should  always 
be  so  managed,  that  very  few  are  employed.  Thus,  the 
horn  in  F  is  very  well  selected  for  the  performance  of  a 
solo,  when  the  orchestra  is  playing  in  iJi?;  first,  because 
it  is  one  of  the  best  keys  of  the  instrument,  and  next, 
because  this  combination  does  not  necessitate  for  the 
horn  part  more  than  two  flats  (B  and  E)  at  the  clef;  one 
of  which  (the  B)  being,  in  the  medium  and  in  the  high, 
an  open  note,  does  not  diminish  the  sonorousness  of  that 
portion  of  its  scale  which  would  be  most  employed  in 
such  a  case : — 


Horn  in  F. 


:^3^=^i 


It  is  true,  that  a  horn  in  E2,  for  a  passage  like  this, 
would  be  quite  as  advantageous  :— 


Horn  in  'Z\) 


But  if  the  melody  bring  in  frequently  the  fourth  and 
sixth  degree  of  this  scale  (AV  arid  C).  the  horn  in  F 
would  be  a  great  deal  better  than  the  horn  in  E^\  its  two 

:Az?2 f-^ 

notes,  /^     I      — ' 1  which  produce  -{t^z^Z'^i 

F= ^ — ^ 

being    much    better    than    those   of    the    horn  in  E^, 


-J  representing  the  same  sounds. 


Orchestras,  formerly,  possessed  but  two  horns;  but  at 
present  composers  always  find  them  provided  with  four. 
With  two  horns — even  by  making  use  of  the  clo^^ed 
goutids,  when  needful  to  modulate  rather  far  from  the 


principal  key, — the  resoiu-fes  of  the  instrument  would 
be  very  limited ;  but  with  tour,  on  the  contrary,  even 
when  only  the  open  notes  should  be  employed,  it  is  easy 
to  manage  by  means  of  an  hiterchange  of  keys. 

A  composer  who  takes  four  horns  in  the  same  key, 
almost  always  gives  proof  of  egregious  want  of  judg- 
ment. It  is  incomparably  better  to  employ  two  horns  in 
one  key  and  two  in  another;  or  the  first  and  second  horn 
in  the  same  key,  the  third  in  another,  and  the  fourth 
in  another — which  would  be  still  preferable ;  or,  lastly, 
four  horns  in  four  different  keys;  which  should  be  done 
especially  when  a  large  number  of  open  sounds  is  wanted. 

The  orchestra  playing,  for  instance,  in  A\^,  these  four 
horns  might  be: — the  first,  in ^7;  the  second,  in  E^^  (on 
account  of  its  E  producing  GC.  which  gives  enharmoni- 
cally  the  A^) ;  the  third,  in  F;  and  the  fourth,  in  C 
Or,  the  first  in  A2;  the  second,  in  7)12;  the  third,  in  ££1; 
the  fourth,  in  low  B^  (on  account  of  its  E  producing 
Djf,  which  gives  enharmonically  EI?).  The  composer 
may  also — according  to  the  texture  of  the  piece — com- 
bine the  four  keys  in  several  other  ways ;  it  is  for  him 
to  calculate  the  exigencies  of  his  harmonies,  and  to 
render  the  choice  of  his  horns  subservient  to  their  need. 

By  this  means,  there  are  very  few  chords,  in  which 
may  not  be  introduced  four,  three,  or  at  least  two  open 
notes. 


lat  Hora  iu  A\). 
2ud  Hom  in  sb 
3rd  Horn  in  F. 


itit  Horn  In  C. 


Effect. 


When  many  different  keys  are  used  at  the  same  time, 
it  is  better  to  give  the  higli  keys  to  the  first  horns,  and 
the  low  keys  to  the  second  horns. 

Another  precaution,  wlii<-h  many  composers  imwisely 
neglect,  is  that  of  not  making  the  performer,  in  the 
same  piece,  exchange  a  very  high  key  for  a  very  low  key, 
and  vice-versa.  The  horn  player,  for  instan-e,  finds  it 
very  awkward  to  pass  suddenly  from  the  key  of  A  (high), 
to  I'hat  of  B2  low  ;  nnd  by  means  of  four  horns — 
which  are  now  to  be  found  in  all  or  hestras — there  Is 
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never  any  necessity,  for  a  cliangc  of  keys,  of  skips  so 
disproportioned. 

The  horn  i«  a  noble  and  nielanelioly  instrument:  the 
expression  of  its  (lualityof  tone,  and  of  its  sonorons- 
ness,  arc.  nevertheless,  not  those  whieh  inifit  it  for  fig- 
uring in  any  kind  of  piece.  It  blends  easily  with  the 
f,'eneral  harmony;  and  the  composer— even  the  least 
skilful — may,  if  he  choose,  either  make  it  play  an  im- 
portant part,  or  a  useful  but  subordinate  one.  No  mas- 
ter, in  my  opinion,  has  ever  known  how  to  avail  liiniself 
of  its  powers  more  originally,  more  poetically,  and  at  the 
same  time  more  completely,  than  Weber,  in  his  three 
finest  works.  Oberon.  Euryantlic,  and  l)ey  Frn/schutz, 
he  causes  the  horn  to  speak  a  language  as  admirable  as 
it  is  novel;  a  language  which  Mehul  and  Beethoven 
alone  seem  to  have  comprehended  before  him.  and  of 
which  Meyerbeer,  better  than  any  one,  has  maintained 
the  purity.  The  horn  is,  of  all  orchestral  instruments, 
that  which  Gluck  wrote  least  well  for;  the  simple  in- 
spection of  one  of  his  works  suffices  to  lay  bare  his  want 
of  skill  in  this  respect.  AVe  must  however  quote,  as  a 
stroke  of  genius,  those  three  notes  of  the  horn  imitating 
the  conch  of  Charon  in  the  air  from  Alresfe:  "  Charon 
now  calls  thee !"  They  are  middle  Cs,  given  in  unison 
by  two  horns  in  D;  but  the  author  having  conceived  the 
idea  of  causing  the  bells  of  each  to  be  closed,  it  follows 
that  the  two  instruments  serve  mutually  as  a  sordine, 
and  the  sounds,  interclashing,  assume  a  distant  accent, 
and  a  cavernous  quality  of  tone,  of  the  most  strange 
and  dramatic  effect : — 


A  ndantf. 


Hon>9  In  D. 


I  think,  however,  that  Gluck  would  have  obtained 
nearly  the  same  result  with  the  closed  middle  A\i  of  two 
horns  in  G^: — 


Horns  in 


But  perhaps,  at  that  period,  the  perfoi'mers  were  not 
80  sure  of  taking  such  intonations;  and  the  author  did 
well  in  using  this  singular  means  of  giving  gloom  and 
remoteness  to  the  most  open  sound  of  the  horn  in  I). 

Rossini,  in  the  hunting-strain  of  the  second  act  of 
Guillaume  Tell,  conceived  the  idea  of  causing  a  diatonic 
phrase  to  be  executed  by  four  i'l?  horns  in  unison.  It  is 
very  original.  When  four  liorns  are  thus  united,  either 
in  a  sustained  air,  or  in  a  rapid  passage  which  requires 
the  use  of  closed  sounds  and  open  sounds,  it  is  far  bet- 
ter (unless  the  idea  be  based  on  this  very  varieiy  and 
inequality  of  sounds)  to  put  them  all  in  different  keys; 
ihe  open  sounds  on  some,  thus  compensating  the  small 
sonorousness  of  the  corresponding  closed  sounds  on 
others,  preserve  the  balance,  and  give  to  the  scale  of  the 
four  combined  horns  a  kind  of  homogeneousness.  Thus, 
while  the  horn  in  C  gives  the  E2  (closed),  if  the  horn  in 
El?  gives  the  C  (open),  the  horn  in  Fthe  B2  (open),  and 
a  horn  in  B\/ the  ¥  (closed),  there  results  from  these 
four  different  qualities  a  quadniple  EJ2  of  a  very  beauti- 


ful tone;  and,  evidently,  it  is  nearly  the  same  with  all 
the  others: — 


Horn  in  E|j. 

Horn  ill  Ji\). 

Effect. 


fe— ^g_JZ&L 


^=nt 


i^; 


9^ s*- 


-j— 'g     ^ 


-^— «5^  - 


'm^^ 


-p_;:_5i3; 


I  v»  V<t.^,^,, 


An  advantageous  prcc^^Vn<? — of  which  I  know  but 
one  example — consists  in  T>\.^ktxig  three  or  four  horns  in 
different  keys  succeed  each  other  for  the  execution  of  a 
solo  air.  Each  of  them  thus  takn_T;  in  the  phrase  those 
notes  which  correspond  with  its  ^pen  soimds,  there 
results, — if  fhe  melodial  fragments  a-e  adroitly  linked 
one  to  anotb^.v, — a  strain  which  seems  t''  be  executed  by 
a  single  horn,  almost  all  whose  notes  aro  ciual  and  open: 


Aiutaitli' 


Horn  iu  E[). 


Horns  in  C. 


Horn  in  A[j. 


:^^si.r^ 


':E^  :rEEp^E»z^&--f --:  .^^ 


Effect, 


^t-pg^m^ 
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^iS^lg^fcs 


8va  Bassa. 


,b#-. 


^mmm^m^mm 


I  have  said  that  the  horn  is  a  noble  and  melimoholy 
instrument,  notwithstanding  thosa  jocwul  Innil'uuj  flour- 
ishes so  often  (iiu)ted.  in  fact,  tlic  gaiety  of  these  strains 
arises  ratlier  from  the  melody  itself,  than  from  the  qual- 
ity of  tone  of  the  horns;  hunting  flourishes  are  (July 
really  j<k  luul  when  played  on  trumprtu, — an  instrument 
little  mnsical.  whose  piereing  sound,  even  in  the  open 
air,  bears  no  resemhlauce  to  the  chaste  and  reserved 
voice  of  the  horn.  By  forcing  in  a  particular  way  the 
emission  of  the  air  from  the  tube  of  a  horn,  it  is 
brought,  however,  to  resemble  that  of  the  trumpet; 
which  is  called  making  the  sounds  Itraxxy. 

This  may  sometimes  be  done  with  excellent  effect, 
evec  on  dosed  notes.  When  there  is  need  to  force  the 
open  notes,  compo.sers  generally  require  the  performers 
— in  order  to  givi;  the  sound  all  possible  roughness — to 
take  off  the  i)clls  of  their  instruments;  and  they  then 
indicate  the  condition  of  the  horn  by  these  words: — 
"Bells  off.''  A  magnitieent  example  of  the  employ- 
ment of  this  means  is  to  be  found  in  the  final  outburst 
of  the  duet  in  ilehnrs  Eupliroifijne  ct.  Vonuliii: — "  Gar- 
dez  vous  de  la  jalousie."  ytill  under  the  inlluence  of 
this  fearful  yell  of  the  horns,  Grotry  one  day  answered 
somebody  who  asked  him  his  opinion  of  this  tempestu- 
ous daet:--"  It  is  enough  to  split  the  roof  of  the  theatre 
with  the  skulls  of  the  audience!'' 

The  Horn  tinth  three  pistons;  and  the  Horn  with  valves' 
This  instrument  can  make  all  its  notes  open  notes,  by 
means  of  a  ])arlicular  mechanism  of  which  the  action 
consists  in  changing  instantaneously  the  key  of  the  horn. 
Thus  tlu!  use  of  such  and  such  a  piston,  transforms  the 
F  horn  into  an  E  horn;  or  an  Et  horn  into  a  D  horn, 
«&e. ;  whence  it  follows  that  the  open  notes  of  one  key 
becoming  added  to  those  of  other  keys,  the  complete 
chi'omatic  scale  is  obtained  in  open  sounds.  The  use  of 
the  three  pistons  has  moreover  the  effect  of  adding  to 
the  scale  of  the  instriunent  xix  semito)ies  below  its  lowest 


natural  sound.     Thus,  in  taking  this  C, 


as  the  extreme  point  of  the  compass  of  the  horn  below, 
the  pistons  give  it  the  following  notes  in  addition : — 


=35=3= 


IZs- 


'-     =ir 


m 


^=\- 


It  i-:  the  same  with  all  the  brass  instruments, — trum- 
pets, loruets,  bugles,  and  trombones,— to  which  the 
mechanism  of  the  pistons  is  applied. 

The  compass  of  the  horn  with  three  pistons,  in  a 
mixed  key  like  the  key  of  E2  would  therefore  be  this: — 

Very  rare;  and  difli-^ 
I    cult  to  keep  steady.    | 


"^ 


i 


I 


4:=t.1=:xr::1_rt^: 


g^E^I^^ 


:it::z!t=-t=t:- 


i:^-Sj?E5Lte£^fe^ 


This  system  especially  offers  advantages  for  the  second 
horns,  owing  to  the  considerable  lapses  which  it  tills  up 
between  its  natural  low  notes,   commencing  from  tha 


last  low  C  ascend 


ing.  ^1 


but  the  quality 


of  tone  of  the  horn  with  pistons  differs  a  little  from 
that  of  the  ordinary  horn,— which  it  cannot  therefore 
entirely  replace.  I  think  it  should  be  treated  almost 
like  an  iustrumcTit  apart. — particularly  fitted  for  giving 
good  basses,  vibrant  and  energetic;  not  possessing,  how- 
ever, so  much  force  as  the  low  sounds  of  the  tenor  trom- 
bone, to  which  its  own  bear  much  resemblance.  It  can 
also  render  a  melody  well,  especially  if  it  lies  principally 
on  the  medium  notes. 

The  best-  keys  to  use  for  the  horn  with  pistons— the 
only  ones  indeed  which  leave  nothing  to  desire  on  the 
score  of  correctness  in  tune — are  the  intermediate  keys. 
Thus,  the  horns  in  EC,  F,  G,  and  ^i?,  are  much  prefer- 
able to  ihe  others. 

Many  composers  show  themselves  opposed  to  this 
new  instrument,  because,  since  its  introduction  into 
orchestras,  certain  horn-players  using  the  pistons  for 
playinii  ordinary  h.orn  parts,  find  it  more  convenient  to 
prodiuH'.  liv  this  mechanism,  as  open  notes,  those  notes 
intent ionailij  written  as  closed  notes  by  the  author. 
This  is,  in  fact,  a  dangerous  abuse:  but  it  is  for  orches- 
tral conductors  to  prevent  its  increase;  and  it  should  not 
be  lost  sight  of,  moreover,  that  the  horn  with  pistons,  in 
the  hands  of  a  clever  player,  can  give  all  the  closed 
sounds  of  tlu>  ordinary  horn,  and  yet  more  ;  since  it  can 
execute  the  whole  scale  without  employing  a  single  open 
note.  This  is  how:— the  use  of  the  pistons— by  chang- 
ing the  key  of  the  instrument— gaining  the  open  notes 
of  the  different  keys,  in  addition  to  those  of  the  prin- 
cipal key,  it  is  clear  that  it  must  also  bring  the  reunion 
of  the  closed  notes  of  all  the   keys.     Thus,  the  horn 


in  F  naturally  gives  this  open  C, 


IJ 


which 


and,  by  means  of  the  pistons,  this  open 
H  which  produces  G;  but  if  the  hand 
be  employed  in  the  bell,  so  as  to  lower  these  two  notes 
one  tone,  the  first  becomes  a  B2, 


dueing  E2  closed,  and  the  second  a  C 
producing  F,  also  closed.  ^^  ^ 

It  is  for  the  composer  to  indicate  by  the  word 
"  closed,"  and  by  the  figures  J  or  g,  showing  how  much 
the  bell  must  be  stopped,  the  notes  which  he  does  not 
wish  produced  open. 

For  a  scale  written  like  the  following — 


Closed, 


^11 


the  performer  will  therefore  take  the  proper  pistons  for 
the  open  scale  of  C : — 


=1: 


5=3^ 


'-^- 


and  the  employment  of  the  hand  stopping  the  two  thirds 
of  the  bell  upon  each  note,  will  make  it  into  a  scale 
of  1^2,  of  which  all  the  sounds  will  be  the  dullest  and 
most  closed  that  can  be  obtained  on  the  horn.  It  is  thus 
possible,  on  the  horn  with  pistons,  after  having  played  a 
passage  in  open  sounds,  to  repeat  it  in  closed  sounds, 
like  avery  distant  echo. 

The  horn  with  valves  differs  from  the  preceding  only 
by  the  nature  of  its  mechanism. 

This  difference  is  all  in  its  f:ivor  on  the  score  of  flexi- 
bility and  quality  of  tone.  The  sounds  of  the  horn  with 
valves,  do  not  materially  differ  from  those  of  the  ordl- 
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nary  horn.  This  instrument  is  already  in  general  use 
througliout  Germany,  and,  without  doubt,  will  become 
so  everywhere  before  long. 

The  Trumpet. 

Its  compass  is  nearly  the  same  as  that  of  the  horn,  of 
which  it  possesses  (in  the  upper  octave)  all  the  natural 
open  notes;  it  is  written  on  the  G  clef: — 


very  rare.! 

Some  performers  succeed  tolerably  well  in  producing 
certain  closed  notes  on  the  trumpet,  by  introducing, — as 
on  the  horn — the  hand  into  the  bell ;  but  the  effect  of 
these  notes  is  so  bad,  and  their  intonation  so  uncertain, 
that  an  immense  majority  of  composers  have  wisely 
abstained,  and  still  abstain,  from  using  them.  From 
this  proscription  should  be  excepted,  and  considered  as 

;H;  it  comes  out  by  aid 

of  the  lips  only,  but  its  intonation  is  always  too  sharp ; 
it  should  only  be  written  as  a  passing  note  placed 
between  a  G  and  an  E, — 


an  open  note,  the  liigh  F, 


i 


:&: 


and  care  must  be  talcen  not  to  come  upon  it  unprepared, 
nor  to  sustain  it. 

The  medium  bK  on  the  contrary,  -^ — k^ 
always  a  little  too  flat.  ttt 


It  is  well  to  avoid  the  employment  of  the  low  C, 


on  trumpets  lower  than  the  trumpet  in 


F;  this  note  is  of  weak  sound,  of  common  quality  in 
tone,  without  being  appropriate  for  any  characteristic 
effect ;  and  it  can  easily  be  replaced  by  a  sound  of  the 
horn,  incomparably  better  in  all  respects. 
The  three  extreme  high  notes, — 


i 


i?^- 


-0- 


w~- 


already  very  hazardous  on  trumpets  in  loxo  A,  Bn,  and 
C,  are  impracticable  in  higher  keys.  The  C  might, 
however,  be  reached,  even  in  the  key  of  isj?,  if  it  were 
thus  brought  in,  loud: — 


#— f»- 


i 


— ^- 


It 


:t 


J=t: 


'M 


Such  a  passage, — which  the  greater  number  of  German 
and  English  players  would  face  without  hesitation, — 
would  be,  however,  very  dangerous  in  France,  where 
there  exists  generally,  in  the  practice  of  brass  instru- 
'nents,  much  difficulty  in  going  high. 

There  are  trumpets  formed  of  all  kinds,  in  B2,  in  C, 
in  D,  in  E'2,  in  ii'JI,  in  F,  and  in  G;  very  rarely  in  high 
A\i.  By  means  of  the  lengthening  piece,  of  which 
mention  was  made  in  speaking  of  horns,  and  which  low- 
ers the  instrument  a  half  tone,  trumpets  are  produced 
in  A,  in  BJ^,  in  D2  (or  C^),  in  C^k  (or  Fj^).  By  means  of 
a  double  lengthening  piece  which  lowers  the  trumpet  a 
whole  tone,  the  key  of  low  ^^  is  even  obtained;  but 
this  key  is  the  worst  of  all.  The  finest  quality  of  tone, 
on  the  contrary,  is  that  of  the  trumpet  in  D2;  an  instru- 


ment full  of  brilliancy,  and  of  remarkable  precision  in 
tune;  but  which  is  seldom  employed,  because  the  major- 
ity of  composers  are  ignorant  of  its  existence. 

After  what  I  have  said  above  of  the  notes  of  the  two 
extremes  of  the  trumpet  scale,  it  is  easy  to  conclude  that 
the  compass  of  this  instrument  is  not  the  same  in  all 
keys.  Tlie  low  trumpets— like  all  other  instruments  of 
this  kind — should  avoid  the  lowest  note;  while  the  high 
trumpets  cannot  reach  the  most  acute  sounds. 

Here  is  a  table  of  the  different  keys: — 


Effect. 


b^ 


4— f,:5-^(si3^?£: 


Trumpet  in 

Ab. 


Effect. 


-Sl- 


ather bad 
quality. 


Trumpet 


Effect. 


^iip 


X^-^-^>-£i- 


-^^ 


-S-^ 


[difficult!! 


isp^ 


■:^7-ai 


t2=^" 


Trumpet  in 
BS. 


Effect. 


I 


sseESB 


-s>-<=^ 


difficult. 


WtJ^ 


I 


^^^ 


t^^--^ 


r 


Trumpet  in 

Non-trans- 
posing in- 
strument. 


Effeot. 


Trumpet  in 


Effect. 


I  Very  difficult.  I 


IS> — (=- 


g^g^^s^j 


14( 


nmnwet  In 

Da- 


IflflOt. 


I 


Bad 

quality. 


^^ 


-SM2- 


Trumpet  in 
high  a|j. 


i     Bad 

I  quality. 


Difficult. 


Tmopet  in 
lb- 


XflMi> 


Trumpet  In 


Effect 


niimt>et  In 
F. 


Xffeek 


i^fg^ 


'^'^^^Eg 


11 


-25^- 


i^ 


I  Indifferent! 

quality. 


I  difficult.! 


i    quality,     i  \       ,^      ' 


-25»- 


-s^- 


^-te53 


■^yH^a: 


i  Verydiffi- 

I         _CUlt  J 


-s>- 


>*: — I — 1 — p 


„-G-^^ 


-!??- 


Difflcnit 


g 


ri— fi*- 


=1 


IZt-s*- 


I^fffi--.-^ 


Adolphe  Sax  now  makes  small  octave  trumpets  and 
tenth  trumpets  (in  high  C,  and  in  high  E2,)  of  excellent 
sound.  They  should  be  had  in  all  orchestras,  and  in  all 
militaiT^  bands. 

The  shake  is  hardly  practicable  in  general  on  the 
trumpet;  and  I  think  it  should  be  abstained  from  in  the 
orchestra. 

The  following  three  shakes,  however,  come  out  toler- 
ably well: — 

tr      \tr      \tr 


I 


-X 


:[=: 


What  I  have  said  with  regard  to  different  keys  on  the 
horn,  and  of  the  way  of  using  them  by  means  of  inter- 
change, is  applicable  in  all  respects  to  the  trumpet.  It 
should  be  added,  though,  that  the  opportunity  for  writ- 
ing them  in  different  keys  does  not  often  present  itself. 
The  greater  part  of  our  orchestras  only  provide  a  com- 
poser with  two  trumpets  and  two  cornets-a-pistons, 
instead  of  four  trumpets ;  and  it  is  better,  in  this  case, 
to  leave  the  two  trimipets  both  in  one  key,  as  the  cor- 
nets-a-pistons can  give  all  the  intervals,  and  as  their 
quality  of  tone  is  not  so  dissimilar  from  that  of  the 
trumpets,  but  that  they  can  resemble  them  well  in  the 
whole  combination,  and  tiius  suffice  to  complete  the 
harmony.  In  general,  there  is  no  need  of  employing 
trumpets  in  two  different  keys  excepting  in  the  minor 
mode,  if  tliey  are  to  be  given  powers  of  sound  which 
assort  precisely  with  the  use  of  the  third  and  fifth  degree 
of  the  scale.  In  GJ  minor,  for  instance,  if  it  be  neces- 
sary to  cause  one  trumpet  to  sound  successively  the  two 
notes.  GfJ,  B,  while  the  other  sounds,  at  a  third  above 
or  a  sixth  below,  the  other  two  notes,  B,  Djjl,  a  trumpet 
must  be  taken  in  £fl  (of  which  the  E  and  the  G  produce 
Gj;,  B),  and  a  trumpet  in  B'^  (of  which  the  C  and  the  E 
give  the  B  and  the  JJJJ) ;  this  is  what  has  been  done  by 
M.  Meyerbeer  in  the  grand  scene  of  the  fourth  act  of 
the  HiKjuenots. 


Trumpet  in 


■z?- 


This  low  double  C  marked  with  this  sign  *,  and  which 
must  be  written  on  the  F  clef,  is  of  excellent  sonorous- 
ness in  the  three  hiih  keys;  on  many  occasions,  admira- 
ble use  may  be  made  of  it. 

Trumpets  in  hi^'li  -'l^  are  seldom  found  but  in  mili- 
tary bands;  their  soimd  is  very  brilMant,  but  their  com- 
pass is  still  less  than  that  of  trumpets  in  G,  since  they 
cannot  go  above  the  fourth  C: — 


igfe^EJE^^ 


Notwithstanding  the  routine  generally  pursued, 
charming  piano  effects  are  to  be  obtained  from  trum- 
pets; Gluck  was  one  of  the  first  to  prove  it,  by  his  long 
holding-note  of  the  two  trumpets  united  pianissimo  on 
the  dominant,  in  the  andante  of  the  introduction  to 
Jlihl'lfiiia  111.  Tauridc,  and  .since  then,  Beethoven  Jespe- 
cially  in  the  andante  of  his  Symphony  in  A),  and  Weber, 
have  drawn  great  advantage  therefrom. 


Andante- 
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No.  43. 


Ipliigenia  in   Taur/cfc— OLVCK.. 


Flatea. 


Hautboys. 


Trumpets 

and 
Horns  in  D. 


Violins. 


Violas. 


m^^^^^^m^^m 


3|iE^=f 


:*==i 


^^ 


7> 


»i=Ei 


_y — 


i^^ifel^^giiiiifei 


tfe--? 


7?- 


Col   Basso. 


i^ilis^ 


Tt* 


rr=s=^ 


:it3ES= 


9 


ifi^^kl^^ 


:=t=! 


#— •- 


^^ 


=P=^#- 


-^ -0. 


i 


Col  Viio.  Imo  in  8va. 


I 


?«=: 


^1 


e^ 


-(«-#- 


?td 


-*— # 


T=t-- 


-^ — •- 


:^: 


-#-• 


H«— • 


^*=t=t; 


^^3 


SEt=tiE=: 


^31 


1=J: 


ii^ 


;^; 


-#-T- 


i 


K^fe 


±^: 


=1- 


-*— ^ 


^rzTiJ: 


fri^ 


?sj^j^-a 


m^ 


t=t5: 


-#-• 


^         -t 


^— •-* 


\ 


ag^p^gjgig|gi^i^^igr=i^^i^^gg^^ 


I 
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Symphony  in  A. — Beethoyew. 


Allegretto. 


Tlutei. 


Hautboys 
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In  order  that  iliese  notes  may  be  produced  wilh 
certainty,  they  sliould,  in  general,  be  taken  in  the  me- 
dium, and  not  succeed  each  otlier  too  rapidly. 

The  five  following  may  be  taken  and  sustained 
pianissimo: — 


:^^ 


ii^l^ 


pp 


-&- 


The  B^  of  the  medium  being  too  flat,  this  defect  of 
precision  should  be  corrected  as  much  as  possible  by  the 
force  of  uttering  the  sound.     It  cannot   be    included 


among  the  soft  notes;  the  C  above. 


does  not 


offer  the  same  risk;  it  may  be  sustained  and  taken  softly, 
at  least  on  the  four  lower  keys,  A^,  B7,  -BJ),  and  C.  In 
the  key  of  D,  I  think  that  a  clever  player  can  even  give 
to  this  C,  when  sustaining  it.  much  softness;  but  that  it 
is  prudent  to  conceal  its  entrance  by  a  forte  in  the  rest 
of  the  orchestra. 

The  quality  of  tone  of  the  trumpet  is  noble  and  brill- 
iant; it  suits  with  warlike  ideas,  with  cries  of  fury  and 
of  vengeance,  as  with  songs  of  triumph;  it  lends  itself  to 
the  expression  of  all  energetic,  lofty,  and  grand  senti- 
ments, and  to  the  majority  of  tragic  accents.  It  may 
even  figure  in  a  jocund  piece;  provided  the  joy  assume 
a  character  of  impulse  or  of  pomp  and  grandeur. 

Notwithstanding  the  real  loftiness  and  distinguished 
nature  of  its  quality  in  tone,  there  are  few  instruments 
that  have  been  more  degraded  than  the  trumpet.  Even 
including  Beethoven  and  Weber,  every  composer — not 
excepting  Mozart — has  persisted  in  either  confining  it  to 
the  unworthy  limits  of  fillinss-up,  or  in  causing  it  to 
sound  two  or  three  commonplace  rhythmical  formulae; 
as  vapid  and  ridiculous,  as  they  are  incompatible,  very 
often,  with  the  character  of  the  pieces  in  which  they 
occur.  This  detestable  practice  is  at  last  abandoned; 
all  composers,  novv-a-days,  of  any  merit  and  style,  make 
accord  with  their  melodial  designs,  with  their  form  of 
accompaniment,  and  with  the  trumpet's  powers  of  sound, 
all  the  latitude,  the  variety,  and  independance  which  the 
nature  of  the  instrument  affords.  It  has  needed  almost 
a  century  for  the  attainment  of  this  much. 

Trumpets  with  pistons  and  with  cylinders  have  the  ad- 
Tantage  of  being  able,  like  the  horns  with  pistons,  to  give 
all  the  Intervals  of  the  chromatic  scale.  They  have  lost 
nothing  of  the  quality  of  the  ordinary  trumpet,  by  the 
Buper-addition  of  these  facilities;  and  their  correctness 
of  intonation  is  satisfactory.  The  trumpets  with  cylin- 
ders are  the  best:  they  will  soon  come  into  general  use. 

Keyed  trumpets,  still  employed  in  some  Italian  orches- 
tras, cannot  be  comparc.l  to  tl)em  in  this  respect. 

The  general  compass  of  trumpets  with  pistons  and 
■with  cylinders  is  this: — 


Indifferently  good,  and 
passable  only  in  the 
higher  keys. 


=|:=1--=]--;xrx=t 


=±=l::3i 


^3 


i2*!i 


Z'=>''^. 


'^^^ 


■Si)-<s>' 


Trrfrt 


tsi'f,^'^' 


f^ 


'^^M 


Rare  and  in  the 
I    lower  keys  only. I 


The  high  trumpets  with  cylinders — such  as  those  in  F 
and   in   G — can   descend  chromatically  as  far    as   F^J, 

^'  ibut  these  extreme  notes  are  of  but  poor  quality. 

Major  and  minor  shakes  that  are  feasible  on  the  trum- 
pet with  cylinders,  are  the  same  as  those  of  the  cornet 
with  throe  pistons.  (See  farther  on,  the  table  of  shakes 
for  this  instrument.) 

Valved  trumpets, — called  so  on  account  of  their  mova- 


ble valve  similar  to  that  of  the  trombone,  and  which  ia 
moved  by  the  right  hand, — are,  for  this  reason,  fit  for 
producing  the  truest  intervals.  Their  sound  is  precisely 
the  same  as  that  of  simple  trumpets;  and  their  compass 
is  this: — 


Impossible  in  the 
keys  of  C,  of  D, 
and  below  them. 


\»- 


'-      ^ 


Impossibt 
keys  of  C; 
and  belo 


\e  in  the 
',  of  D, 
w  them.   I 


;i 


^  ^  "isr  By  ■«-|«- 


^l^^^l^^ 


?:fe 


,?■»- 


The  Cornet  with  three  pistons;  and  with  cylinders. 

Its  compass  is  about  two  octaves  and  two  or  three 
notes.  The  mechanism  of  pistons  with  which  it  is 
furnished,  allows  of  its  giving  all  the  chromatic  degrees. 


as  far  as 


the  low  Fj{,^ ^. 


nevertheless,  this  note. 


i^ 


and  the  two  or  three  that  precede  it  in  descending, — 
such  as  A,  A|?,  G, — are  hardly  practicable  but  on  high 
cornets  alone.     It  is  possible,  on  these  high   cornets,   to 


get  out  the  double  C  below,  X 


I 


the  fiist  note  of 


the  natural  resonance  of  the  trumpet,  as  will  presently 
be  seen;  but  it  is  a  note  of  very  hazardous  utterance,  of 
very  bad  quality,  and  of  very  dubious  utility. 

There  are  cornets  in  C,  in  BZ,  in  A,  in  A^,  in  G,  in  F, 
in  E^,  in  E2,  and  in  Z).  By  means  of  the  lengthening 
piece,  mentioned  in  speaking  of  horns  and  trumpets, 
which  lowers  the  instrument  half  a  tone,  it  is  doubtless 
possible  to  obtain  the  keys  of  Bh,  Fi,  and  even  D^;  but 
the  facility  of  modulating,  given  by  the  pistons,  renders 
the.se  changes  of  keys  almost  useless.  Besides,  the  low 
keys,— such  as  those  of  G,  F,  E,  and  D,— are  generally 
of  indifferent  quality,  and  wanting  in  correctness  of  in- 
tonation. The  best  cornets — those,  I  think,  which 
should  be  almost  exclusively  used, — are  the  cornets  in 
A2,  A^,  and  B\?.  The  highest  of  all,  the  cornet  in  C,  is 
rather  hard  to  play. 

This  is  the  compass  that  may  be  assigned  to  the  differ- 
ent keys  of  the  cornet  k  piston ;  certain  players  obtain 
some  very  dangerous  notes  still  beyond,  both  above  and 
below, — but  these  shall  not  be  reckoned.  It  is  written 
on  the  G  clef.  The  natural  resonance  of  its  tube — 
shorter  than  that  of  trumpets — gives  the  following 
notes : — 


i 


&c. 


And  here  is  the  chromatic  compass  given  by  the 
pistons,  in  the  different  keys : — 


Of  bad  I 

quality.! 


^^fpfg^^^Sp-S'"^ 


14- 


Difficult 


With  the  chromatic  intervals 


Cornet  in 


Cnroet  in 


ECfect. 


With  the  chromatic  intervals.     |  Uifflcult  Effect. 

I 


— 1-      s^- 


With  the  cliromatic  intervals. 

(SL. 


\^0.  b,.  ^^_ 


Cornet   in 
A. 


3r 

\ 

, 1  With  the  chromatic  intervals.     Difficult. 


i 


-(»- 

E& 


)ifficult.l 


With  the  chromatio  intervals.  i 

(S If. 


With  the  chromatic  interrals 


Cornet  in 
D. 


Effect. 


--1: 


With  the  chromatic  intervals. 


1  Very  bad. 


-25'- 


With  the  chromatic  intervals. 


8va.        -eb- 


Difflcult. 


Cornet  in 
Ab- 


i 


With  the  chromatic  intervals.    —  ~0~  S#- 


F 


With  the  cbifomatic  intervals. 


i 


^,-  k,..  ^^ 


SEEEtE. 


Comet  in 
G. 


Effect. 


Cornet  in 
F. 


Effect. 


le'ornet  iu 

Elq. 


Effect. 


i 


With  the  chromatic  intervals.-^-  ^-  -ft- 


Diflicult.   I 


3: 


\ 


-i9- 
With  the  chromatic  intervals. 


An   opportunity  occurs  here  for  pointing  out  with 
regard  to  the  last  high  notes  of  these  examples,— which 

-      1^ 


all  produce  the  same  G,  ^ 1— that  they  are  of 


much  less  hazardous  emission,  and  of  much  better  sono- 
rousness in  the  high  keys  than  in  the  low  ones.     Thus 


the  high  Bl2  of  the  cornet  in  A, 


the  high  A  of 


the  cornet  in  JSJ?, 


i^ 


and  the  high  G  of  the 


m 


comet   in   C,  If^ -1  are  incomparably  better  and 

more  easy  to  play  than  the  high  F  of  the  cornet  in 


D, 


m, 


z\  or  than   the    high  E    of   tlie  comet  in 


i3r 


^  I    Difficult. 

With  the  cliromatic  interval3.-(2_  M_  ZfLZ 

J- -x~ — %z — EE 


3    And  yet  all  these  notes  sound  the  same 

G,  "rjy  -J  Moreover,  this  observation  applies  equally 

-fi*  -| 1    to  all  the  brass  instruments. 

— t- f- — A        The  larger  part  of  major  and  minor  shakes  are  prac- 

^    ticable  and  of  good  effect,  on  this  part  of  the  compass 

of  the  high  cornets  a  pistons, —such  as  those  in  A,  BV, 
and  C 


-o- 

With  the  chromatic  intervals. 


i 


E^E 


■3=- 


1^ 


I    Difficult. 

With  the  chromatic  intervals,  b^^-  f-0-  -p— 

nii:       ±=       it= 


t^3 


m 


With  the  chromatic  intervals. 


zi?: 


i 


\ — H ^1 ^! — -hH— I ^\-^      I         I 1 ^i=^ 


I      Bad. 

I        I 


t— h:=t:::i:=t==t: 


Doubtful. 


ii 


-2i- 


m 


]48 


Doubtful.' 


EH: 


Doubtful. 


±tp 


=f: 


to*  ^  ^ 

Here  is  now  the  comparative  table  of  the  relations 
established  between  the  pitches  of  the  various  keys,  of 
horns,  trumpets,  and  cornets. 

The  first  low  sound  of  the  cornet  in  C, — as  already 
seen, — is  an  octave  above  that  of  the  trumpet  in  C;  just 
as  the  first  low  sound  of  this  trumpet  is  an  octave  above 
that  of  the  horn  in  (low)  C  The  natural  notes  of  the 
horn  (those  which  result  from  the  resonance  of  the 
tube)  thus  reproduce  themselves  an  octave  above,  and  in 
the  same  order,  in  the  trumpet ;  while  those  of  the  trum- 
pet also  all  reproduce  themselves  an  octave  above,  and 
in  the  same  order,  in  the  comet,  if  the  player's  lips  had 
the  necessary  force  to  bring  out  the  highest  ones;  which 
is  not  the  case. 


latSve.    2nd8Te. 


Horn  I 
1a  low; 


i 


:&c 


Eeal 

sounds.   ll~ 


k^ 


-j—0- 


G  clef  written  an  octave  above; 
according  to  the  adopted  custom 
for  learners. 


•  This  note  exists  :  it  is  really  the  first  low  one  of  the  horn  ; 
but  iu  all  the  low  keys  it  is  so  detestable,  and  even  so  indis- 
tinct, that  we  have  abstaii>ed  from  giving  it  a  place  in  the  scale 
of  the  sounds  of  tiie  horn  in  (low)  C;  and  for  even  greater 
reason,  in  that  of  the  key  of  (low)  B[)- 


Trumpet  ^^ 
in  C.     *J' 


1st  bve.    2nd  8ve.  3r<l  octave. 


4tb  8ve. 


:&cd 


Ootnet  ■ 
in  C.    ■ 


1st  8ve.    2nd  8ve. 


3rd,8ve.-     *'^'^VP';af«oalbleonly 


Vf      -,5<-  -O Ion  the  low  1 


jOT- 


::&ci 


It  will  be  seen  by  the  above, — and  it  is  highly  impor- 
tant to  be  remembered, — that  the  portion  of  the  scale  of 


the  sounds  of  a  brass  instrument,  where  it  can  natu 
rally  produce  (without  pistons)  these  three  notes  only:  — 


-3   # M 


l-§=^1 


-i5- 


is  always  its  second  octave  going  from  low  to  higli. 
Therefore,  cornets  a  pistons  have  their  favorite  notes; 
especially  iu  this  second  octave.  By  considering  tli(> 
cornets  in  A,  in  B?,  and  in  C,  as  trumpets  an  octave 
above  the  trumpets  in  A,  in  Br,  and  in  C,  they  might 
be  thus  written;  but  this  has  been  judiciously  avoided, 
and  cornets  have  been  written  in  their  place  on  the 
musical  scale,  by  making  llieir  lowest  sound  proceed 
from  an  octave  above  the  lowest  sound  of  the  trumpet. 
The  best  notes  of  these  cornets  are  within  the  compass, 
and  in  the  vicinity  of  their  second  octave: — 

Favorite  notes.       .  _#- 


^!T*"lst  Octave. 


-■-#-« — 

"  2nd  Octave.  3rd  Octave. 


If  cornets  had  been  written  as  trumpets,  these  notes 
would  always  have  been  below  the  stave,  and  would 
have  involved  the  constant  employment  of  ledger  lines. 
Thus:— 

Favorite  notes. 


Comet  in  V,  written  Q* 

like  a  trumpet  in  C,  z;/ — ; 

(high.  I 


-i^^lst  Octave: 


.^-'^ 


.m^ 


»*_-nd  Octave. 


This  inconvenient  method  of  writing  cornets  a  pistons 
is  nevertheless  adopted  in  Prussian  military  music;  and 
of  this  it  is  well  to  be  aware. 

Now,  there  remains  to  consider  (the  key  of  C  being 
taken  as  the  point  of  departure,  in  horns,  trumpets,  and 
cornets),  that  the  changing  keys  of  the  cornet,  proceed 
by  elongation;  and  tlierefore,  hy  hecomln<i  lower  and 
lower :  and  this  is  why,  in  displaying  their  scale,  we  have 
commenced  by  the  highest  keys;  whereas,  those  of  trum- 
pets and  horns  (with  the  exception  of  three.— those  in 
BQ,  in  Bi2,  and  in  low  A,  whicli  are  lower  than  the  key  of 
C)  proceed  by  shortening,  and  consequently  by  becoming 
higher  and  higher. 


A  Pl.STON.S. 

1st. 

C  [typical  key). 

2nd. 
3rd. 

Btl. 
B^. 

1 

1 

4th. 

A. 

S" 

5th. 

A^. 

a 
p. 

Cth. 
7th. 

G. 

f 

8th. 
0th. 

F. 

> 

r 

10th. 

Elz. 

11th. 

D. 

DiFFEBENT  KEYS  OF  THE  CORNET   DIFFERENT  KeYS  OF  THE  TRUMPET 

A^  [rare). 

Gk 

F. 

E^. 
El?. 

C  (typical). 

B2. 

A  (very  rare). 


Different  Key? 
C  high. 
Bt}  high. 
Bk  high. 
Aif  high. 
A2. 
GiJ. 
G!2. 
F. 
E^. 

m. 
oq. 
Dlz. 

C  (tyvicul). 

Bt;. 

Bb. 

A  (very  rare). 


OF  THE  Horn. 
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Now  wi'  nuij;t  obsoive  what  attiiiities  exist  betAveen 
horns,  trumpets,  and  cornets;  and  the  respective  posi- 
tion they  occupy  on  tlie  scale  of  sounds. 

I  will  here  add,  that  trumpets  with  pistons,  or  with 
cylinders,  having — as  I  have  just  said  — their  best  notes 
within  the  compass,  and  in  the  vicinity  of  their  third 
octave  (which  is  found  in  unison  loilh  that  uf  the  second 
of  the  cornet),  passages  written  for  cornets  h,  pistons  in 
A,  in  li,  and  in  C,  within  this  compsss : — 


^ 


will  necessarily  be  executable  on  trumpets  in  A,  in  B, 
and  in  C,  without  causing  any  change.  This  allows  of 
replacing,  without  disadvantage,  cornets  by  trumpets 
with  cylinders,  in  orchestras  like  German  ones,  which 
have  no  cornets. 

Comets  in  A,  in  B,  and  in  C,  have,— minutely 
analyzed. — less  compass  than  trumpets  in  A,  in  B, 
and  in  C ;   since  they  can  scarcely  reach  above  the 


Comet  in  A. 


Cornet  in  B[j. 


^^      1==^      I 


Comet  in  C. 


Trumpets,  on  the  conti-ary,  have,  in  the  first  place, 
several  more  notes  below — however  poor  they  may 
be;  and,  moreover,  produce  more  easily  than  cornets. 


this  same  A 


i^ 


in  the  keys  of  D ; — 


Trumpet  In  D. 


^m 


Trumpet  in  P. 


w 


And  in  F: 


Some  artists,  gifted  with  vigor  of  lip,  can  even  sound 

1  which  produces 
and  the  G  of  the  trumpet  in  F,  -/k-  j 


the  E  of  the  trumpet  in  G, 
B, 


which  produces  C, 
and  if  these  notes 


;  but  merely  in   passing, 
be  adroitly  led  up  to. 


But  performers  capable  of  reaching  these  extreme 
notes  are  rare;  and  they  should  not,  in  writing,  be  too 
much  counted  upon. 

Trumpets,  having  a  narrow  tube,  a  small  mouth-piece, 
and  a  bell  of  little  extent,  have  more  facility  in  attack- 
ing the  high  notes.  The  tube  of  comets,  on  the  con- 
trary, being  rather  thick,  and  almost  conical,  their  bell 
and  their  mouth-piece  also,  being  rather  larger,  the 
mastery  of  low  notes  becomes  more  easy  to  them,  than 
that  of  high  notes;  and  their  tone  acquires  the  peculiar 
quality  which  distinguishes  that  of  trumpets.  This  is 
the  cause  of  that  difference. 

Before  proceeding  to  the  examination  of  the  express- 
ive character  of  the  cornet  a  pistons,  it  is  not  unneedf  ul 
to  repeat  here  again  what  I  have  said  in  speaking  of  the 
horn  VI  ith  pistons,  respecting  ilie  action  of  the  three 
cylinders,  or  pistons,  adapted  to  brass  instruments  gen- 
erally. Xot  only  do  these  three  cylinders  give  to  these 
instrunionts  the  chromatic  scale  (above  their  first  octave), 
thereby  supplying  all  the  gaps  which   separate  their 


natural  notes  from  each  other,  but  they  also  add  »Lt 
chromatic  notes  below  the  two  lowest  sounds.  Thus, 
for  comets : — 


2ikI  low  sound, 


1st  low  sound. 


i 


t2.-  zr-  ^,_  _,_  ^_ 


Bad  and  impracticable. 


iH 


-•--    Izr-    Zip    ^     —    r= 
8va.  bassa,.^ . — -^-ff*~ 


For  trumpets: — 


2ud  low  .sound 


1st  low  sound. 


i 


Detestable . 


!^= 


-*-     |2»-     =i^     ^ 
8va.  bassa.^.^ ^, 

still  more  detestable. 


.F 


9^: 


_^_  &c. 

This  first  low  C  is  already  so  indistinct  and  diflScult 
to  sustain,  that  the  notes  added  below  it  for  the  pistons 
become, — as  may  be  imagined, — absolutely  impractica- 
ble.    It  is  t;ie  same  for  the  horns. 

Although  the  cornet  possesses  all  the  degrees  of  the 
chromatic  scale,  the  choice  of  the  change  of  key  is  not 
immaterial;  it  is  always  better  to  take  that  which  offers 
the  means  of  employing  the  most  natural  notes,— it  is 
scarcely  necessary  here  to  repeat  that  the  natural  notes 
are  those  which  come  out  without  the  aid  of  the  pistons, 
by  the  sole  effect  of  the  resonance  of  the  tube  of  the 
instrument;  such  as, — 

^  t?^-  ^--  ^ 


-i9- 


=S 


=1- 


— and  which  bears  few  or  no  sharps  or  flats  at  the 
signature.  When  the  orehestra  is  playing  in  E^,  for 
instance, — as  the  comet  in  EQ  is  one  of  the  least  ^ood, 
— the  cornet  in  ^jj  should  be  used,  which  would  then 
play  in  G : — 


Orchestra. 


Comet  in  A  0 


If  the  orchestra  be  in  D,  the  cornet  in  JJJ  should 
still  be  used ;  and  it  would  then  play  in  J^; — 


Orchestra. 


Comet  iu  A  b 


If  the  orchestra  be  in  E\?,  the  cornet  in  JS|2  should  be 
taken,  playing  with  one  flat  at  the  signature, — conse- 
quently in  F;  and  so  on  with  the  rest. 

The  cornet  ii  pistons  is  very  much  the  fashion  in 
France  at  present,  particularly  in  a  certain  musical 
worl  J  wiicre  elevation  and  purity  of  style  are  not  coi>- 
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Bidered  essential  qualities;  and  it  has  thus  become  the 
indispensable  solo  instrument  for  quadrilles,  galops, 
airs  with  variations,  and  other  second-rate  compositions. 
The  habit  which  exists  now-a-days  of  hearing  in  ball 
orchestras  melodies  devoid  of  all  originality  and  distinc- 
tion executed  on  this  instrument,  together  with  the 
character  of  its  quality  of  tone,  which  has  neither  the 
nobleness  of  the  horn,  nor  the  loftiness  of  the  trumpet, 


renders  the  introduction  of  the  cornet  a  pistons  into  the 
high  melodial  style  a  matter  of  great  difficulty.  It  may 
figure  there  with  advantage,  however;  but  very  rarely, 
and  on  condition  of  its  playing  only  phrases  of  large 
construction  and  of  indisputable  dignity.  Thus,  the 
ritornello  of  the  trio  in  Robert  le  Diable,  "O  my  son,"  &c., 
suits  well  with  the  cornet  k  pistons: — 


Andante  Cantablle. 


No.  4S. 


R<Aert  le  Diable, — Metsbbeeb 


OUilnets  in  A. 


Horns  in  BQ 

(low. '     ^ 


HonuinBd 

(low.    ^ 


Honis  in  D. 


Honuin  0. 


OknieU  &  Pis- 
toot  in  AS, 


_<j ^^ — ^ 1 ^ — ^ 

pp  Very  slaccalo. 


W=f=f=f=^=^'-^   f     f~=f=?=¥= 


Very  starcato. 


^-ns-f-f-f 


■0 — 0 — 0- 


^Es^m^^^^ 


-?-?- 


iS 


# 0 0- 


±=5i 


-? ?-? #^ 


As  soft  and  legato  as  possible. 


^^=^^=?^ 


X^t 


^^S 


f^cmboDea 


pp 


Ophideide. 


Drumi, 
ta  SQ,  Bb 


BOBBKT. 


tte-fr- 


~pp- 


-M*-?-^- 


-?-r-?^gi 


-pp- 


r        If   7—? — ? -7   f   •?   7 


-7   r  •?  ? 


r  7  7   - 


g    7    7    r        =?-:-j-9— 7— ? 7— 


JJg^^^ggE^ggEjEBEE^T^^i^EEg^j 


Pizz. 


^^g^^gE^^|j^E^=^g^jj*=^=:*=grz?r{ig=gj-pEgi-{: 


WEI 


^_?g^333|^3£q^j|5=g^^3_i^J3^|^^|i^ 


t?:I±:C=E=C=-'r3r3 


i=^=i^i=Eiigsii=i^ii=ltii==E^%5l 


ii 


!&-.- 


iai?g^l^^liL5^EE=3i 


^ 1 


y 


-^ — 1»-?- 


±ft=?=2riz?i 


-7-»-?-?-Fy- 

— U- — 


-?—»-?-?- 


;}r? ?-^z9££{: 


-^f-9-?- 


i 


9-i^ij^??=7=?=^^{E^7-?-^-?-zgi^f-?— 9— *-?-7-j-^-?-9-g-?-?-|=j^?-?=P^ 


gfj^^jfei?-?- ?z}^^zrg=^z±:igj*-"— ?— g=5rzgrjz:^_igz=?i=pgr^jj=^^ 


* 


Hl^ 


7-?-^ 


ii 


1^ 


l±=;^i 


=^4 


a 


H^o^ij^^^ 


my   son, 


my 
ma 


ten 


Jocund  melodies  will  always  have  to  fear  from  this 
instrument  a  loss  of  a  portion  of  their  nobleness,  if  they 
have  any,  or,  if  tin  y  have  none — an  additional  triviality. 
A  phrase  which  nii;j;ht  appear  tolerable,  ])laye(l  on  vio- 
lins, or  on  wooden  wind  instruments,  would  become 
poor  and  detestably  vulgar,  if  brought  out  by  tlie  snap- 
ping, noisy,  bold  sound  of  the  cornet  a  pistons.  This 
danger  is  obviated  if  the  phrase  be  of  such  a  nature  that 
it  can  be  played  at  the  same  time  by  one  or  more  trom- 
bones; the  grand  sound  of  whicli  then  covers  and 
ennobles  that  of  the  cornet.  Employed  in  harmony,  it 
blends  extremely  well  with  the  gentual  mass  of  brass 
instruments;  it  serves  to  complete  the  chords  of  the 
trumpets,  and  to  contribute  to  the  orchestra  those  dia- 
tonic or  chromatic  groups  of  notes,  which,  on  account 
of  their  rapidity,  suit  neither  the  trombones  nor  the 
horns.  Cornets  h  pistons  are  generally  written  in  two 
parts,— often  each  in  a  different  key. 

Trombones. 

There  are  four  kinds  of  trombones;  each  of  which 
bears  the  name  of  the  human  voice  to  which  it  bears  the 


:^ij±5= 


!}3 


-?-?-?- 


il 


nearest  resemblance  in  quality  of  tone  and  compass. 
Tlie  Snpiano  Trombone, — the  smallest  and  highest  of 
till  in  ali, — exists  still  in  some  parts  of  Germany,  but  is 
unknown  in  France;  it  has  scarcely  ever  been  used  iu 
the  scores  of  the  great  masters;  which  is  no  reason, 
however,  why  it  should  not  figure  there  sooner  or  later, 
as  it  is  by  no  means  c(>rtain  that  trumpets  with  pistons — 
even  the  highest — can  advantageously  supjdy  its  place, 
(iluck  alonl^  in  his  Italian  score  of  Orfio.  has  written 
the  soprano  trombone  under  the  name  of  Cometto.  He 
has  madi'  it  double  the  soprono  voices  of  the  chorus, 
while  the  alto,  tenor,  and  bass  trombones  double  the 
other  voices. 

These  three  last-named  trombones  are  the  only  ones 

in  general  use;  and  it  should  also  be  added,  that  the  alto 
trombone  <loes  not  exist  in  all  French  orchestras,  while 
the  bass  trombone  is  almost  unknown  among  them;  itis 
even  almost  always  confounded  with  tlm  third  tenor 
tronilione,  which  has  the  charge  of  j)laying  the  lowest 
))art,  and  to  which,  for  this  reason,  the  name  is  very 
imp.roi)erly  given  of  bass  trombone,  from  which  it  mate- 
rial'ly  differa. 

Trombones  are  instruments  with  slides,  of  which  the 
double  tube  can  be  lengthened  or  shortened  instant»- 


I 
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neously,  by  a  simple  movement  of  the  player's  arm.  It 
may  be  conceived  that  these  variations  of  the  length  of 
the  tube  must  completely  change  the  key  of  the  instru- 
ment,— which  is  the  case.  Whence  it  follows,  that 
trombones,  possessing,  like  all  brass  instruments,  all  the 
notes  resulting  from  the  natural  resonance  of  the  tube 
in  all  positions,  have  thereby  a  complete  chromatic  scale, 
interrupted  only  at  one  point  below,  as  will  be  presently 
Been. 

The  Alto  Trombone. 

It  possesses  a  compass  of  more  than  two  octaves  and  a 
half;  and  is  written  on  the  C  clef,  third  line: 


of  bad  quaiity. 


;i 


l-J-^^- 


-S)-~^'9- 


Z\l^ 


''^~  With  all  the  chromatic  intervals. 


-S^ 


^fg    fg    I 


t&- 


t=t= 


£ 


^ 
tz 


!": 


ery  difficult! 


^       Its  quality  of  tone  is  rather  shrill,  compared  with  that 
:    1   of  the  deeper  trombones.     Its  lower  notes  sound  some- 
what badly,  which  is  one  good  reason  for  avoiding  them 
in  general,   as  well  as  because  these  same  notes  are 
excellent  on  the  tenor  trombone,  from  which  the  alto 
{     trombone,  in  the  orchestra,   is  scarcely  ever  separated. 
I    The  high  sounds,  such  as  B,  C,  D,  E,  F,  on  the  contrary 
I    may  be  very  useful;  and,  on  their  account,  it  is  to  be 
/    regretted  that  the  alto  trombone  is  at  present  almost 
L-^banished  from  all  our  French  orchestras.     When  its  slide 
is  closed,  by  means  merely  of  the  lips  the  following  notes 
may  be  obtained ;  which  come  out  in  the  same  order  as 
those  from  the  natural  resonance  of  brass  horns,  trum- 
pets, and  cornets,  in  E2: — 


J 


--t- 


^^- 


-o- 


,         ^^    1?^    ^ 


— k^- 


~t 


8va. 


'k^ 


Hence  the  name  of  small  trombone,  or  alto  trombone 
In  J?^,  which  players  give  it;  but  which  it  is  generally 
useless  to  apply  to  it  in  scores ;  because,  sounding  the 
notes  rt.s  tJu'i/  are  written,  it  does  not  range  under  the 
head  of  transposing  instruments, — for  which  alone,  as 
we  have  said,  these  various  designations  of  key  are 
always  necessary. 

The  Tenor  Trombone. 

I       This  is,  without  doubt,  the  best  of  them  all.     It  has  a 
\J  full  and  powerful  sonorousness ;  it  can  execute  passages 
jf   whose  rapidity  renders  them  impracticable  on  the  bass 
j    trombone:  and  its  quality  of  tone  is  good  throughout  the 
l^whole  extent  of  its  scale.     It  is  ordinarily  written  on  the 
C  clef,  fourth  line;  but  as  it  happens  in  certain  orches- 
tras that  the  three  trombone  parts  are,   under  three 
different  names,  all  nevertheless  played  on  three  tenor 
trombones,  it  follows  that  they  are  written,  one  on  the 
C  clef,  third  line  (like  the  alto),  the  second  on  the  C 
clef,  fourth  line  (like  the  tenor),  and  the  third  on  the  F 
clef  (like  the  bass).     Its  slide  being  closed,  it  produces 
natm-ally  the  following  notes,  which  are  those  of  the 
resonance  of  all  brass  tubes  in  B2;  that  is  to  say,  tubes 
which, — sounded   in  their  totality, — give  for  first  low 
sound,  a  BJZ: — 


§f 


u 


:-3=b^ 


t:: 


-ff 


which  has  occasioned  it  to  be  called  the  trombone  in  B2. 
It  is  thus  at  a  fourth  below  the  alto  trombone ;  and  its 
compass  is  this : — 


It  will  be  observed  that  the  low 


Ek;ii 


-^ 


wanting  in  the  tenor  trombone ;  this  note  constantly  gives 
rise  to  a  host  of  errors  in  scores  the  most  learnedly 
planned.  Thus,  one  of  our  living  composers — whose  skill 
in  the  art  of  instrumentation  is  eminent — has  commenced 
an  opera  of  his  with  several  low  E^s  for  the  tenor  trom- 
bone. It  is  the  ophicleide  which  plays  them,  while  the 
trombone  only  doubles  them  an  octave  above,  and  the 
author  perhaps  never  perceived  that  his  low  EJZ  was  not 
given  by  the  instrument  for  which  he  wrote  it. 


The  Bass  Trombone.  -^ 

Is  only  rare  on  account  of  the  fatigue  experienced  in 
playing  it,  even  by  the  most  robust  performers.  It  is  the 
largest— and  consequently  the  lowest— of  them  all. 
When  employed,  it  should  have  sufficiently  long  rests 
given  to  it,  that  the  player  may  repose ;  and  it  should 
moreover  be  used  with  extreme  discretion  and  well- 
reflected  intention. 

With  the  slide  closed,  it  gives  the  notes,— 


I 

Y 


^i: 


-^ 


V^  k^i 


4=1- 


^?„r-^^ 


8va. 


It  is  called  the  great  trombone,  or  the  bass  trombone 
in^t?. 

It  is  consequently  an  octave  lower  than  the  alto  trom- 
bone, and  a  fifth  below  the  tenor  trombone.  It  is  written 
on  the  Fclef:— 


9i 


«^=a=i 


-j^^^-  -^- 


With  all  the  chromatic  intervals. 


§-=te 


-^g-z^ 


-iS-   -^- 


^&-     -f=- 


^, 


Difficult. 


The  sound  of  the  bass  trombone  is  majestic,  for- 
midable, and  terrible;  and  to  it  belongs,  of  right  the 
lowest  part  in  all  masses  of  brass  instruments.  Never- 
theless, we  have  the  misfortune,  in  Paris,  of  being 
utterly  deprived  of  it;  it  is  not  taught  at  the  Conser- 
vatoire, and  no  trombone  player  has  yet  been  willing 
to  acquire  its  familiar  practice.  Whence  it  follows, 
that  the  majority  of  modern  German  scores  and 
even  of  ancient  French  and    Italian    scores,    written 
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for  orchestras  which  possess,  or  did  possess,  this  In- 
strument, must  be  mqr^  or  less  deranged  when  they 
are  performed  in  Taris.  'Thus,  in  Weber's  FreTjschutz, 


there  are  some  low  Djjs  beneath  the  stave, 


")i 


-*- 

In  the  accompaniment  of  the  huntsmen's  chorus;  and 
farther  on,  where  the  hermit  enters,  there  are  some 


low 


El?s,  9£] 


-^l 


These  notes  are  therefore  of 


necessity  carried  into  the  octave  above,  because  the 
three  players  in  the  opera  orchestra  exclusively  make 
use  of  the  tenor  trombone,  which  has  them  not.     It 


is  the  same  with  the  sustained  low  CJ3s,  -:f' i 


the  chorus  of  Gluck's  Alceste:  "Pleure,  O  patrie;" 
only,  here,  the  effect  of  these  double  Cs  is  extremely 
important,  which  makes  their  transposition  truly  deplor- 
able. 

The  bass  trombone  cannot  lend  itself  to  rapid  move- 
ments with  the  celerity  wl^ich  others  of  the  same  family 
can  command ;  the  length  and  size  of  its  tube  requires 
rather  more  time  to  be  put  in  vibration;  and  it  will 
readily  be  imagined  that  its  slide, — manoeuvred  by  the 
aid  of  a  handle  which  supplies,  in  certain  positions,  the 
length  of  the  arm, — does  not  admit  of  great  agility. 
Hence  the  real  impossibility  for  German  artists  who  use 
the  bass  trombone,  to  execute  a  crowd  of  passages  in  our 
modern  French  scores,  which  our  trombone-players  ren- 
der as  well  as  they  can  on  the  tenor  trombone.  The 
imperfection  in  the  execution  of  these  passages, — 
notwithstanding  the  talent  of  some  of  our  artists,— evi- 
dently proves  that  they  are  too  rapid  even  for  the  tenor 
trombone;  and  that  trombones  in  general  are  not  fit  for 
rendering  such  successions.  It  proves,  at  the  very  least, 
— if  it  be  supposed  that  composers  are  guilty  of  only  a 
little  exaggeration  on  the  point  of  difficulty,— that  those 
instruments  should  always  be  used  which  they  indicate, 
and  no  others.  Unfortunately,  many  masters, — although 
very  well  knowing  that  in  most  of  our  orchestras  there 
are  only  tenor  trombones, — persist  in  writing  in  their 
scores,  Alto  Trombone,  Tenor  Trombone,  and  Bass  Trom- 
bone, instead  of  stating  1st,  2nd,  and  .3rd  tenor  trom- 
bone. Consequently,  in  order  to  be  able  to  execute  a 
foreigner's  opera,  as  they  execute  them  in  Paris,  it 
wovild  be  requisite,  without  paying  regard  to  the  printed 
indications,  to  employ  the  instruments  used  in  Paris. 
Yet  how  admit,  in  general,  such  a  latitude  in  the  inter- 
pretation of  a  composer's  wishes?  Would  it  not  be,  to 
open  a  door  to  all  sorts  of  incorrectnesses,  and  to  all 
sorts  of  abuses?  And  is  it  not  just  that  those  authors 
should  suffer  a  little,  who  are  so  neglectful  in  supervis- 
ing their  works,  rather  than  to  let  those  run  the  chance 
of  seeing  theirs  mutilated  who  write  with  unfailing 
care,  and  with  a  profound  knowledge  of  instrumental 
resources? 

All  trombones — commencing  from  points  more  or  less 
low — have  the  same  compass:  which  has  been  seen  to  be 
of  two  octaves  and  a  sixth.  But  this  is  not  all.  Besides 
this  extensive  scale,  they  also  possess — at  the  extreme 
depth,  and  commencing  from  the  -first  low  sound  of  A 
(natural  resonance  of  the  tube), — three  notes;  which 
are  enormous  and  magnificent  on  the  tenor  trombone, 
of  inditferont  sonorousness  on  the  alto  trombone,  and 
terrible  on  tlie  l)ass  trombone  when  they  can  be  got  out. 
They  are  called  pedals;  doubtless,  on  account  of  their 
resemblance  in  quality  of  tone  to  that  of  the  very  low 
notes  on  the  organ,  which  are  so  named.  It  is  rather 
difficult  to  write  them  well,  and  they  are  even  unknown 
to  many  trombone  players.    These  notes  are, 


^ 


■^■ 


-25*- 


1?=*- 


for  the  alto  trombone ; 


15" 


"3r-3r 


for  the  tenor  trombone ;  and  the  bass  trombone  would 
have  these: — 


^- 


3^ 


Sva  bassa. 


m 


-^ 


if  all  performers  had  the  power  of  bringing  them  out. 
Supposing,  however,  that  the  bass  trombone  possesses 
the  first  only  of  these  pedal  notes,  the  double  eIz,  it 
would  still  be  of  great  value  for  certain  effects  which 
are  unattainable  without  it ;  since  no  other  instrument 
in  the  orchestra,  with  the  exception  of  the  bass-tuba  and 
the  double-bassoon,  attains  this  extraordinary  depth. 
These  notes — on  all  the  trombones — are  isolated  from 
the  others,  by  a  gap  of  an  augmented  fourth,  which 
separates  the  first  natural  low  note  from  the  last  (de- 
scending) of  the  scale  produced  by  the  employment  of 
the  slide, — 

f  Gap.  1 


^ 


It  is  on  account  of  this  gap,  that  it  is  indispensabkj 
in  certain  cases,  to  designate  the  keys  of  the  trombones 
employed ;  for  it  changes  place  in  the  scale  of  sounds, 
according  to  the  leni;th  of  the  tube,  or  the  key  of  the 
instrument;  and  consequently,  one  or  more  pedals  of  a 
key,  all  the  same,  may  fail  upon  a  trombone  in  another 
key.  For  example,  if  the  composer  who  has  written 
these  pedal  notes — 


'^sr       z^      ^^       — - 

have  not  taken  care  to  indicate  that  he  desired  a  trom- 
bone in  J5i2,  it  may  be,  that  there  is  in  the  orchestra 
where  his  work  is  to  be  executed,  a  true  bass  trombone 
in  ^1?,  which  lacks  the  At2  and  the  low  G;  or  a  bass 
trombone  in  F,  which  lacks  the  four  notes,  B2,  A,  AJZ, 
and  G  (these  instruments  are  very  prevalent  in  Ger- 
many); or,  lastly,  a  bass  trombone  in  Q  (there  are  soma 
of  these  in  England),  which  equally  lacks  Bi?,  A,  and 
AJ2.    It  will  be  better  comprehended  by  the  following: — 

Pedals  of  the  Tenor  Trombone  in  SJ^. 


-•-^Gap^      E=      P=      ~ 

Pedals  of  the  Bass  Trombone  in  O.    One  of  them  exists  upon  the  TroB 
bone  in  Bjy. 


|il  Gap. 


Pedals  of  the  Bass  Trombone  in  F.    It  possesses  none  of  those  belongjn* 
to  the  Trombone  in  B[). 


9^: 


^^,2!£>8va  basfa-_Z"L._^, 

Pedals  of  the  Biiss  Trombone  in  e(j.    It  does  not  possess  the  a\)  andth* 
O  of  the  Trombone  in  B[>. 


^3 


—  Gap.  ^      ^^=      ^       I^r 
^*    -        '^Sva bassa,.^., — ^,^,.^.^^ 
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General  Compass. 


Of  bad  quality.|    |  Of  bad  quality. 


ag-^-ps^s?^ 


b^  ^jg-  f^np: 


AHo 


Pedals. 


Chromatically, 


Very 
difficult.! 


sS 


:i=|: 


fe^ 


:^=^ 


-b,g— !^ 


-<S>-  -(S2. 


Pedals, 


ffl^^ 


-Z5^<!* 


Chromatically. 


Almost 
Impossible. 


Difficult. 


^ 


=t 


>a^< 


-l,^,i2_ 


TMmbone. 


=!==^=:± 


-2^6^ 


Chromatically. 


8va  Bassa.  .  .  loco. 
Pedals. 


If  the  pedals  of  the  alto  trombone  were  not  of  so  bad 
a  quality,  they  might  be  employed, — in  orchestras  which 
have  no  bass  trombone. — to  fill  up  the  space  existing 


between  the  Ejj,  2; 


;3»' 


the  tenor  trombone 


and  the  first  pedal,  iJ'  j:   but  unfortunately 


|2^- 


they  are  so  shrill  and  so  thin,  that  they  cannot  be 
coimted  on  as  a  substitute  for  the  fine  low  tones  of  the 
tenor  trombone ;  the  bass  trombone— with  the  powerful 
notes  of  the  lower  extremity  of  its  scale, — 


^=^ 


lis)-      z^-      jj^i- 


can  alone  supply  this  need. 

Fortunately,  the  clever  maker,  Sax  (of  Paris),  has 
surmoimted  the  difficulty  by  means  of  a  single  piston 
afi^ed  to  the  body  of  the  tenor  trombone ;  which  piston 
the  performer  moves  with  liis  left  thumb,  maintaining 
the  entire  liberty  of  his  right  arm  for  manipulating  the 
slide;  and  which,  supplying  the  gap,  now  gives  to  the 
tenor  trombone  in  2^2  this  immense  compass : — 


« 


With  the  chromatic  intervals. 


—I ^  0>-<c>ri-J      I 


^^p'g'- 


•^-s»- 


The  vibrations  of  the  pedal  notes  are  slow,  and  re- 
quire much  wind;  ifl  order,  therefore,  to  make  them 
come  out  well,  it  is  necessary  to  give  them  a  sufficiently 
long  duration,  to  make  them  succeed  each  other  slowly, 
and  to  intersperse  them  with  rests  which  will  give  the 
player  time  to  take  breath.  Care  should  be  taken  also, 
that  the  piece  where  they  occur  should  be  written  gener- 
ally so  low  as  to  allow  the  lips  of  the  trombone  player 
to  become  gradually  habituated  to  produce  very  low 
intonations.  The  best  manner  of  taking  the  pedals  on 
the  tenor  trombone,  for  instance,  is  to  make  on  the 


first 


a  leap  of  a  fifth  or  an  octave,  going 


from  the  F  or  the  B^  upwards ;  then,  after  having  allowed 
for  taking  breath,  to  pass,  descending  chromatically,  to 
the  A,  or  to  the  G|f  (the  GQ  is  more  difficult,  of  extreme 
roughness,  and  of  very  perilous  utterance).  It  is  thus7 
at  least,  that  in  a  modern  Requiem  Mass,  the  author 
has  brought  in  these  three  notes ;  and  although  at  the 
first  rehearsal  of  his  work,  out  of  the  eight  trombone 
players  who  had  to  sound  them,  five  or  six  exclaimed 
that  the  notes  were  not  possible,  the  eight  Bi?s,  the  eight 
As,  and  the  eight  Gj{s  did  not  the  less  come  out  quite 
full  and  quite  true, — given  by  several  artists  wlio  never 
having  tried  to  produce  them,  did  not  believe  in  their 
existence.  The  sonorousness  of  the  three  pedal  notes  . 
seemed  even  mnch  more  fine  than  that  of  notes  mucE    "' 


less  low,  and  frequently  employed : 


-i^— 15' 


5*- 


This  effect  occurs,  in  the  work  I  have  just  quoted, 
beneath  a  harmony  of  flutes  in  three  parts,  during  an 
absence  of  voices  and  of  all  the  other  instruments.  The 
sound  of  the  flutes,  separated  from  that  of  the  trom- 
bones by  an  immense  interval,  seems  thus  to  be  the 
extreme  high  harmonic  resonance  of  these  pedals,  whose 
slow  movement  and  profound  voice  tends  to  redouble 
the  solemnity  of  the  pauses  by  which  the  choir  is 
I  interrupted,  at  the  verse: — "liostias  et  preces  tibi  laudis 
oiferimus.'' 


Andante  non  troppo. 


Jtognfem.— Bni.KW 


TbraaTlatca. 


p  pia. 
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I  have  elsewhere  employed  the  pedals  of  the  tenor 
trombone,  but  with  quite  another  intention.  The  object 
was  to  give  some  low  harmonies  of  extreme  rough- 
ness, and  of  strange  quality  in  tone.  I  believed  I  had 
obtained  them  by  means  of  this  fifth  of  two  tenor  trom- 


bones, 2 


i^i; 


and  farther  on,  by  this  diminished 


v^- 


seventh  between  an  ophieleide  and  a  pedal  A  of  the 
tenor  trombone: — 


Ophieleide  iu  C. 


Two  Tenor 
Trombones,  unison. 


9^: 


Another  particular,  unknown  to  the  majority  of  com- 
posers— yet  nevertheless  very  important  to  be  known — 
is  the  difficulty,  and  even,  in  certain  cases,  the  impossi- 
bility, for  trombones  to  give  in  succession,  and  with  any 
rapidity,  the  following  notes : 


Alto  Trombone. 


Tenor  Trombone. 


Baas  Trombone. 


m 


M 


ES 


p.^- 


:j:|j-j.-4-^^i^-^J-^-zJr5' 
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The  passing  from  one  of  these  notes  .to  the  other, 
demanding  an  enormous  change  in  the  position  of  the 
slide  of  the  instrument,  and  consequently,  a  considera- 
ble stretch  of  the  performer's  arm,  it  cannot  be  effected 
except  in  a  very  moderate  movement.  A  celebrated 
master  having  written  this  rapid  succession,  B,  A*^,  B, 
several  times  repeated,  the  trombone  players  of  the 
The'atre-Italien  imdertook  its  performance,  by  playing 
it,  like  the  Eussian  horn-players,  each  of  whom  plays 
one  note;  one  gave  the  BJj.  and  tbe  other  the  A|f,  to  the 
great  amusement  of  the  other  musicians,  who  espe- 
cially laughed  at  the  pains  the  second  trombone  was  at 
to  edge  in  his  Aj  contra-tempo. 

It  is  equally, — and  for  the  same  reasons, — rather 
difficult  to  play  at  all  fast  this  passage  on  the  tenor 
trombone: — 


'-^^ 


It  is  better  to  write  it  reversed ;  this  succession  of  the 
notes,   5 


.     » — * — I — I  requiring   no    change   of 
— V0- — f-l     g? — i  position. 


The  shake  is  practicable  on  trombones,  but  only  on 
the  notes  of  their  upper  octave;  and  I  think  it  wise  to 
abstain  from  writing  it  for  the  bass  trombone,  on  account 
of  its  extreme  difficulty.  The  tenor  and  alto  trom- 
bones, in  the  hands  of  skilled  performers,  may  shake  on 
the  following  notes : — 

— J      dL^."  ^^^^^^-^ 1 \ F— . 


Alto 
Trombone. 


Tenor 
nombone. 


W^ 


% 


:S 


3^ 


M^ 


With  the  chromatic  intervals. 


tr  !  tr     tr  J  ^J^ 
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t: 


in 


It  will  be  perceived  that  all  these  ihakes  are  major; 
the  minor  shakes  are  impracticable. 

The  trombone  is, — in  my  opinion, — the  time  chief  of 
that  race  of  wind  instruments  which  I  have  designated 
as  epic  instruments.  It  possesses,  in  an  eminent  degree, 
both  nobleness  and  grandeiu-;  it  has  all  the  deep  and 
powerful  accents  of  high  musical  poetry, — from  the  reli- 
gious accent,  calm  and  imposing,  to  the  wild  clamors  of 
the  orgy.  It  depends  on  the  composer  to  make  it  by 
turn  chaunt  like  a  choir  of  priests:  threaten,  lament, 
ring  a  funeral  knell,  raise  a  hymn  of  gloiy.  break  forth 
into  frantic  cries,  or  sound  its  dread  flouri.sh  to  awaken 
the  dead  or  to  doom  the  living.  — 

There  have  nevertheless  been  found  means  to  degrade " 
it, — some  thirty  years  since, — by  reducing  it  to  a  servile 
redoubling,  as  useless  as  grotesque,  of  the  double-bass 
part.  ^  This  plan  has  been  at  present  almost  abandoned.^ 
But~there  may  be  seen,  in  a  host  of  scores,  othenvise 
very  beautiful,  the  basses  doubled  almost  constantly  in 
unison  by  a  single  trombone.  I  know  nothing  less  har- 
monious, or  more  vulgar  than  this  mode  of  instrument- 
ation. The  sound  of  the  trombone  is  so  markedly 
characterized,  that  it  should  never  be  heard  but  for  the 
production  of  some  special  effecf f  its  duty,  therefore,  is 
not  to  strengthen  the  double-basses,  with  the  sound  of 
which,  moreover,  its  quality  of  tone  has  no  sort  of 
sympathy.  Besides,  it  should  be  understood  that  a  sin- 
gle trombone  in  an  orchestra  seems  always  more  or  less 
out  of  place.  This  instrument  needs  harmony,  or,  at 
least,  unison  with  the  other  members  of  its  family,  in 
order  that  its  various  attributes  may  be  completely 
manifested.  Beethoven  has  sometimes  employed  it  in 
pairs,  like  the  trumpets ;  but  the  time-honored  custom 
of  writing  them  in  three  parts  appears  to  me  preferable. 

It  is  difficult  to  determine  with  precision  the  degree 
of  rapidity  to  which  trombones  can  attain  in  passages ; 
nevertheless,  here  is,  I  believe,  what  may  be  said  on 
this  point:  in  a  bar  of  four-time,  and  in  the  movement 
Allegro  moderato,  for  instance,  a  passage  of  simple 
quavers  (eight  notes  in  a  bar)  is  feasible  on  the  bass 
trombone : — 


'^. 


m=^^^^^ 


The  other  trombones — alto  and  tenor — being  a  little 
more  agile,  will  execute  without  much  difficulty,  pas- 
sages of  quavers  in  triplets  (twelve  notes  in  a  bar) : 
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With  the  chromatic  intervala. 


but  these  are  the  natural  boundaries  of  their  agility;  to 
pass  beyond  them,  is  to  fall  into  mess  and  confusion, — 
if  not  into  impossibility. 

Tlie  character  of  tone  in  trombones  varies  according 
to  the  degree  of  loudness  with  which  their  sound  is 
emitted.  In  a  I'orlissimo,  it  is  menacing  and  formida- 
ble; particularly,  if  the  three  trombones  be  in  imison, 
or  at  least,  if  two  of  them  be  in  unison,  the  third  being 
an  octave  below  the  two  others.  Such  is  the  terrific 
scale  in  Z)  minor,  upon  which  Gluck  has  founded  the 
chorus  of  furies  in  the  second  act  of  his  Iplngenia  in 
Tauride.  Such  also  is — but  still  more  sublime — the  im- 
mense shout  of  the  three  united  trombones,  answering 
like  the  wrathful  voice  of  the  infernal  gods,  to  Alceste's 
summons: — "Ombre!  larve!  compagne  di  morte!"  in 
that  prodigious  air  the  original  idea  of  which  Gluck 
allowed  to  be  perverted  by  the  French  translator;  but 
which,  as  it  is,  has  dwelt  in  the  memory  of  all  the  world, 
with  its  unlucky  first  verse: — "Divinite's  du  Styx!  min- 
istres  de  la  mort!"  Let  us  here  moreover  remark,  that 
towards  the  close  of  the  first  movement  of  this  piece, 
when  the  trombones  divided  into  three  parts  respond — 
imitating  the  rhythm  of  the  air — in  this  phrase: — 
"  Je  n'invoquerai  point  votre  pitie'  cruelle!" — let  us  here 
observe,  I  say,  that  by  the  very  effect  of  this  division. 
the  quality  of  tone  of  the  trombone  assimies  instantly 
something  of  ironical,  hoarse,  frightfully  joyous,— very 
different  from  the  grand  fury  of  the  preceding  unisons  ; 


157 

No.  4  7, 


A  Iceatf.  — O  LIX'K. 


Hautboys. 


Clarinets 
in  C. 


Horns  in  B[j 


Troiul>oiies. 


Viol«. 


Bass. 


^gi! 


Andav.te. 


i 


# 


«*- 


;ii 


i 


^ 


^-J2=zzr=~-Z=z, 


-#-#-#- 


^  /         r^\  \  \     f 


T-p^-^t^^^W, 


-0—^ 


:l=:1r^; 


::r5=t 


^-   Z  -0-0--0--0-   -«- f 

f  p  J 


^—-. 


-g—0- 


EE6z 


#: 


#: 


-!«- 


mBi 


#^ 


^= 


:6: 


#- 


-(*- 


^ii- 


m^_ 


#: 


#: 


^- 


Kfe: 


5:1r1z: 


utjtjtitri 


"l«H«-l«-^— l«-H*-|g-*    ^-  l» 


^=t=rh-t— U: 


:£= 


'/^ 


Fag.. 


i» 


lE^^ 


-7^ 


Andante. 


f 


r. 


f^ 


<s^ 


/: 


:^z=^ 


ill 


:?— !- 


:*: 


^-^^4=4= 


■^-if- 


;^ 


/  T\^     I    I 


:«: 


:4=4=: 


H 


4=4=4: 


:t=: 


f-=r- 


.;^^  .-.-.-. 


3=4^ 


tozt:=t:=pr± 


d=4=4 


io- 


-Efcfah 


• 0 •- 


--V- 


ZSZ2Z 


m 


^E= 


£ 


-tf? — <ff- 


Mb=£:=:z: 


i^i^ 


Ye  god3  that  dwell  in        night, 
Di-vi  -ni-  let      du      Styx, 
Fag. 


Ye  gods  that  dwell  in        night , 
Di  -  vi  ■  ni  ■  te's      du       Styx, 
Fag.:^ 


4= 


^ 


V 


'-flf 


^ 


g 


158 


Tempo  \mo. 


mi 


-^-- 


lli 


_  _    ^  ;?>» 


-?-»-?- 


(i— e- 


nrtE?3E53E 


I — TV- 


--^ f 


:^=^?.t^ 


2ii^ 


-^^- 


•_      ~a~ 


vv 


^*-(*— (•- 


:^c^— 


-  '- 


-* — *— »e=p: 


t=i^=t 


i^=t^=E 


Ye   pow'rs      "f      as     -      peot  dread  ;   I     no    Ion  -  ger    in  -  vok  ' 

Mi  -  «i.<     -      ^'v?   dp  la     mort     je    iCiir  -  oo  •  que  -  rat    poh  ', 


your  too  un  -  feel  -  ing    pi    -   ty, 
vo  •  tre   pi  -  tU       cru  -el     -     le 


9!fe 


#= 


Adagio. 


Ii±ltzi^uS'^"' 


#-r#- 


Tempo  Imo. 


^"^M 


^- 


'^ 


=E3 


tit 


--FS:-^^= 


S     4  S'-+- 


-r-»- 


H 


I  «         I— ^ 


3EEz 


:^= 


-* — #-*-<©'- 


-J-J=. 


S- 


^^^^iLP^i^&: 


=1:: 


W 


-0-0- -0-  -0-0-&- 


: ^-p 


fflg^^g^ 


^-<e-^g p  


-=Ti-^^ 


S- 


3ipfc!EE 


^-j^jft-a- 


-^-# 


;z=z=fiU^=t==a 


-n—^-^-f^ 


i;s 


^^^ 


f  ^  ry    0-P-jft- 


i=4:t 


rt: 


?-i — ^ 


?=P=pf 


3=S= 


-•*i— I >- 


V  ^-i^Vd—i-4 ^- 


^ "^-0—0 


-0—0—\— 


I  no   lon-ger  In-vofce, 

Je  n'  in-vo-q^ierni  pointy 


I      no    lon-ger    in  -  vote  yam  too  nn-feel  -  tag        pi 

jf    ii'ln-vo-qw  -  rai    pointy  vo  •  tre  putii      cru    -    el 


r-rtc 


^ 


159 


^^M 


d=^.-^ 


^M^ 


=d-- 


?-^- 


-<©- 


5 


d= 


r& — *^ 


S3 


^^Pf^^-^ggg^pg^^^^^^ 


ri  .  rs 


=1: 


_        »  -*- 


3=: 


::ig: 


—  i 


Tfc 


::rs:: 


-s>- 


Ml 


S- 


-G- 
-<9- 


G- 


^W^^ 


-&- 


V-e~ 


tfct 


-)«- 


hS- 


-(S_ 


-(2- 


-(«- 


£&?^ 


»^: 


m 


-n-»- 


E^ 


I?--*?: 


-#-#-#- 


a 


— /- 


-    ty. 


your  too  uofeel   ing    pi 
vo  -  tre  pi-tie       cru  •  el 


ty. 


9i£fc 


Andante  un  poco. 


^ 


"? — '^— '  — # — y-  '■- 


ii 


-?-«?- 


-?-•- 


tfc 


7^ 


i^ig 


"p 


-G)- 


*— »- 


::t=I 


iS 


»»■»-; 


±^ 


>^— 


i» 


-*-*-•- 


•—It—^jt—lt #- 


ZZZlSr-. 


^=?=^ 


wf^: 


-^Ti- 
lt!: 


-?— -- 


't£ 


Hg 


-? — - 


i 


iii^ 


rs=t: 


:t: 


1@3 


^i     r    »* 


t=i=izM: 


r::i: 


:£: 


"^ 


:=«itf; 


glT=£ 


53*^ 


S3 


;^3» 


V— >- 


3:?=t/ 


s 


While     sav  -  ing    a     tender  bus 
JVrt    -    ?e    -    ve     lift    tendre    A 


band 


from 


un-  hap 


py 

te 


fate. 
»or« 


iS^E^ 


EE^EE: 


— I* — P4-- 


Andante  un  poco. 


^ 


t\^ 


'-^^=t 


Can  one 

maid    je 

# 


so 


mM 


:?^i^= 


Eflrq?itff:^iE=E!E 


S 


-s)' 


■->- 


*--i^- 


^— g- 


.j^ 

-_]_. 


I 


/w 


w 


s§ 


tr=^ 


-(*- 


^ 


F-(=- 


if: 


^-(«J 


-B 


E 


*— *i 


m 


•=?=?=?-:•=* 


:|5=ii 


•— 1«- 


Si 


^S' r<s>—k-pS — 1 — 


-^H«- 


gl^=t=t 


Tno  -  meat  of  weak  hes  -  i  -  ta  -  tion      make  me     shrink  from  my  du  -  ty?        E'en    grim    Death. 
vmts      a  •  baTi-donne  une    e      pou  -  se  mail  je     voils  a-banr^n  -  ne  une  6  -  pou 

# — ^ — ji 


shall  not     stay    me. 
-    se      Ji  -  (U     -     le 


-(«— ^ 


rtrt: 


hwz 


nfcfc 


Animato. 


Lento. 


i 


:ffe 


;^ 


J=J=J=J^Tt!P=^ 


1^ 


tT- 


a=JlEE 


-=:j:i:^^r:t5l' 


!^ 


itrd 


:S^Ela3^i3^ 


-..^ 


-^^-^-^-#: 


i*' 


St — »< — 1 1 1 St — ••<-i — I — I 1 — • S 1 


=#=1^^ 


m 


553: 


W- 


^ 


^g^ 


w 


:^^ 


ft-fi-P  P  f 


5=t=:t 


E^^^^^l 


rF-?— i<— ^— #— #- 


i^?EE?z-ti 


X-^^r^^i^- 


:^^zz£!=?i^E5= 


Ye  gods  that  dwell     in     night, 
Di  -  vi  ■  ni  -  tis        du    Stix, 

Fag. 


ye  gods  that  dwell     in      night, 
di-vi  -  ni-tes        du      Stix, 

-0-    -^Fag. 


-#-       -0- 


ms 


-t- 


:b^ 


ss^eb; 


ye    pow'rs      of      as     -     peer 
Mi  -  la'i     -      tres  de  la 


zi±3tlia^z 


Animato. 


-FT 


Lento. 


JGl 


Animalo. — Tenifio  \mo. 


m 


m^ 


^^^ 


i 


ii 


•Aa 


■^=mm^^^^m^m 


-J-ZZL 


■'-^ 


^_ 


3=i3-^^ 


i 


I 


^l===z: 


tt2^-^i 


^^ 


I 


MS^i 


^-*- 


:4:1i 


-^ — # — # 


f— « — #-• 


:[:=[: 


w-m — r 

1^ 


:^: 


r-t 


f-9-0 — ^^ 


->-W- 


dread  ;  to     die     for  my    be  -  lov'd     one,    for  my    be  -  lov'd      one  shall  cau  -  eel      all       re    -    gret,      my  beating  heart  shall  know  bis 
mort    mou-rir  pour  ce  qu'on,   ai     -     me,     poui- ce  qu'on  ai     -     me      e^t    nn    trop  doxix    tf     -     J'orl,       utie  ver  -  tu         si    na  -  fu    - 


Tempo  Imo. 


-ft—^- 


Prestissimo. 

¥- 


irt 


:^=z=r: 


I 


it 


:^=P-#- 


fe^^ 


— — - — ^ 1 1 ^ f^ 


;^ 


fi 


'iztz 


^ 


^^^ 


H 


-F-2~»— #-#- 


m^^^^^^^m^^^l^^^^^^il0m 


l^i^iliiiiill^Eli^Siiiii^ii^e 


safe-ty,     bis   safe-ty     gain'd  by   me ;   'tis   this     sweet  thought  ex     -     alts 
-    -    rel-le,       si     nn-lii  -  rel    •    -     Ic      mon  coiur       e.-t         a    •    ni     -     me 


ev'n  the  death  that  I  meet  for  his  sake, 

du  plus  no  -  ble  plus  no  -  bk  irans  -  port. 


^,fe==^5==t=: 


^^ 


:3rt:=t:: 


Preshuimo. 


:*=*=;f|j=i: 


^"^^ 


162 


r=^=r= 


^^£.: 


:3=tti^E^5 


-li-ft. 


f^ii 


,/ 


-J— -w- 


>i- 


— 1 — \-h-^- 


=1=!=]: 


J=:*-»i±zl: 


ri*!*- 


rTi^ 


^g^-i^ 


?^ 


d^ 


:i3-2: 


& 


»e= 


-^^ 


-^-#- 


-!»-(«- 


:t=f: 


bb^f^ 


/ 


-f-^-»^ 


a^ 


-9- 


/ 


:te=^: 


:t=, 


.--^,iS^: 


/ 


:^_,_(e_ 


,-L^ — ^i.^. 


■s 


-I J-Jrizt 


:t=^-: 


?^ 


-'('-^-l- 


/ 


ISiEili 


i=fei 


/ 


p 


The  thought    of    his     dau    -      ger  im  -  pela    me, 
Je       .s-efta  u  •  ne       /or    -      ce     nuu  -  vel  -    le. 


-T^- 


I — N N — ""T — :=: \ — "T 


I     hasten    to    pro  -    vide       for    his 
je    vaui   ou  inon    a  -    mour         irCop 


b-^—f-f-jW—^' 


^f 


-I*-*- 


XX'- 


Ttt: 


-<I-T--|S- 


§Egg:?EE»H£|^^EJEEg^?E^J^^35i 


-J — & 


-J. 


?^ 


V 


:^=^^ 


-#-* 


we 


^ 


-(*-i«- 


/ 


-^(«- 


-9- 


^f 


1^ 


E^S 


^-^ 


1^1 


-^-^- 


-^-^- 


^^ 


^ 


,t=:=*=:tzt 


EE 


Co/  Bfisso. 


& 


yf=^^^^^ 


:.l'=3r 


-#-#- 


:^53t 


^ 


safe  - 

pel  - 


"€ 


-y— r- 


rtz-=ta: 


The  thought    of    bis      dan    -    ger   im   -  pels    me, 

je     sens  u  -  ne       /or    -      ce    nou  -  vel  -    le^ 


I        hasten   io     pro- 
je       vats    ou  non  a  -' 


gPF 


^ 


iffzt 


I^Zt 


-J2ig=i—^ 


■^ ^ T— , 1 T— J J^-T-J #— €-1 1— --S-I !— »■ 


-#-* 


lir^s 


;-H - 

4-4- 


n^ 


rkrifzrizifzif 


^ 


d=:#rs: 


z^V:z.a-.Jd5.l.J=5 


-^- 


iiiSSj^iPsa 


gi^^ 


rr 


i*-i 


d^d: 


iEE!E^ 


^1^ 


w 


:^E^ 


/ 


-f-r 


#- 


^iili 


-#— — /TN 


is 


1 — r- 


t=£ 


-»— — El"^ — 


T— -^ 1 


mm^ 


"m 


:l=?: 


3=?: 


mm 


'^m 


vide    for  his    safe  -  ty, 
movr   rrCap  -  pel  -  le 


my       heart is  free  from  dread, 

mon      cteiir est    a  -  ni    me 


and   I    tri 
du  plus  no 


umph  in  death. 
bit  transport. 


^nimafec?. 


No.  48. 


Iphiyenia  in  Tauride. — Glvce. 


Yiollne. 


TioIaL 


XkomboneB. 


"1^ 
Re 
Yen 


Wm 


venge  of  -  fend  -  ed  ua 
geons   et      la      na  -  tu 


tare,   re-venge  of  -  fend  -  ed  man, 
re,    vengeona  et      la     na-ture. 


and  the  out    - 
et     le»  Dieux 


!E 


Revenge  of  -  fend  -  ed    ua 
Vengexms  et      la       na  -  tu 


ture,  revenge  of  -  fend  -  ed  man, 
re,    vengeona  et       la      na-ture. 


rage     to 
en    cow 


nod   the 
et     let 


-s=± 


Re 
Ven 


venge  of  -  fend  -  ed  na 
geons    et      la     na-tu 


^M^^^^^^mm 


Revenge, 
Vengeons, 


ture,    revenge   of  -  fend  -  ed  man, 
re,    vengeons  et      la       na  -  tu 


revenge,    of 
vengeons,  et 


and  the  out 
re,    ven-geons  et 


mm 

fend  •  ed 
la     na- 


rage    to 
la    na- 


Anmaul 


t-! 1- 


:t=! 


164 


Hautboys. 


^      ^f 


i 


■"f 


«/ 


Eji^^^f^ 


?/■ 


«/ 


^ 


:=!= 


;i^^; 


Clariaots  in  C. 


i 


tf 

~^^ 


•!A 


■!/■ 


5/^ 


•     !/• 


«/ 


i-^^       17=^ 


•       •/ 


Col  Ohoi. 


m 


^v^ 


^^llii 


;^ii^^ 


1^ 


s** — 


=«^ 


?«-- 


•^/' 


■!/■ 


•!/ 


?/■ 


•!A 


3EE5: 


-g> ^ 


•!r 


il^il 


|5&~ 


-«'- 


ig^E^i; 


ll^^^U^^i 


I  i 


!->,:2z::^ 


3^ 


Ifi^^je 


lis 


^E|M|= 


»/ 

_«?. 


m^ 


-iSf- 


^^^ 


:t:— ^ 


rtr=i= 


:--=]- 


-0—0- 


Heav'n,    and  the   out -rage   to  Heav'u; 
roux,  et      les    Dieux    en  cour-roux ; 


i:5>^ 


zfi:.. 


Hi 


tortures  new    should  be  made,  tortures  new  should  be 
in  -  ven-  tons         des    tourmens,     in  -  ven  tons       dta  tour  ■ 


4- 


:;=t= 


IP 


-•— #■ 


i=E=E{i=ggEr 


man,      and  the  out  -  rage  to  Heav'n; 
Dieiix,        et     lea  Dieux    en  cour-roux; 


iM?: 


u-t- 


-0 — 0- 


tortures  new    should  be  made,  tortures  new  should  be 
in  -  ven-  tuns         des    tourmens,     in  -  ven-tons      des  tour  - 


man,       and   the  out  -  rage   to  Heav'u; 
ture.  et    les   Dieux    en  cour-roux; 


Hi: 


ireav'ii,     and   the  out  -  rage   toHeavn; 
-   ture.  et    les   Dieux    en  cour-roux ; 


tortures  new  should  be  made,  tortures  new  should  be 
in -ven- tons         des    touro'^-as,      in -ven -tons      des  tour  • 

tortures  now  should  be  made,  tortures  new  should  be 
in  -  ren-  tons         des    tourmens,     in  ■  ven  ■  tons      des  tour  ■ 


if<,^^^Ji^M\m^^m^\%m^^\^Mm 


^-:i=Z 


165 


In  Rimple  forte,  trombones,  in  three-piirt  harmony,  in 
the  medium  particularly,  liave  an  expression  of  heroic 
pomp,  of  majesty,  of  loftiness,  which  the  prosaic  com- 
monplace of  a  vulgar  melody  could  alone  impair  or  de- 
stroy. They  then  acquire — with  enormously  increased 
grandei ■'-  'he  expression  o^  trumpets:  they  no  louger 


inen;ice,  they  proclaim:  they  chaunt.  instead  of  roar.  It 
should  be  remarked,  merely,  tliat  the  sound  of  the  ba.'9 
trombone  always  predominates  more  or  less,  in  such  .1 
case,  over  ihe  two  oihers;  particularly  if  the  first  be  au 
alto  trombone. 
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111  mezzo-forte  in  the  medium,  iu  unison  or  in  liannony  i  the  Zaubajlnir,  has  produced  admirable  models  of  ibe 
with  a  slow  movement,  trombones  assume  a  religious  manner  of  giving  these  instruments  a  sacerdotal  voicft 
character.    Mozart,  in  his  choruses  of  the /Jna,7so/'/s/s,  in  I  and  attribute: — 


Adagio. 


No.  SO. 


Zaiibei-flSte. — MoZAKT. 


Clarini  &  C'orni 
in  D. 


Ist  Trombone. 


2]id  Trombone. 


3rd  Trombone. 


Flutes 
an<l  Oboes. 


Fagotti. 


wmi 


mm 


Violins. 


Viola. 


Chorus  of  the 
Sftcerdoti. 


Sarastro. 


Violoncello. 


Doable-tiaes. 


im 
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grand'  0  -    si  -    -  ri,         al         Jin      smar-ri  -  to. 
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The  piani.iaimo  of  trombones  applied  to  Larmoiiies 
belonging  to  the  minor  mode,  is  gloomy,  lugubrious,  I 
had  almost  said,  hideous.  If,  particularly,  the  chords 
be  brief,  and  broken  by  rests,  it  has  the  efEect  of  hearing 
some  strange  monsters  giving  utterance,  in  dim  shadow, 
to  howls  of  ill-suppressed  rage.  Never,  to  my  thinking, 
has  there  been  better  dramatic  effect  deduced  from  this 


special  accent  of  trombones,  than  by  Spontini,  in  his 
matchless  funeral  march  of  the  Vestale:  —  '*  Pe'risse  la 
Vestale  impie,"  &c. ;  and  by  Beethoven,  in  the  immor- 
tal duet  of  the  second  act  of  FiJelio,  sung  by  Leonora 
and  the  jailer,  while  digging  the  grave  of  the  prisoner 
about  to  die. 


Lfiilc  ussai. 


No.  SI. 


La  res^a/*-.— Spontini. 


TioUuB. 


1st  and  2iid    / 
Trombones. 


3rd 
TrambODM.     [ 


Kettle-drums 
In  F,  muffled. 
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to  death  the  Ves  -  tal      ira-pure,       the 
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The  custom  adoptod  now-a-days  by  soiiu'  masters,  of 
forming  a  ciuatiior  with  three  trombones  and  an  ophl- 
cleide,  by  con(idii\;i  to  tliis  latter  the  true  bass,  is  not 
altogether  blameless.  The  ((uality  of  trombones,  so 
penetratini;.  so  ddiniiiaiit,  is  far  fiom  beiuLC  (he  same  as 
that  of  the  (iphicleide:  and  I  think  it  is  much  better 
only  to  ilouble  tlie  lowest  i)art  by  this  instrument,  or,  at 
least,  to  give  a  coi-reet  bass  to  the  trombones,  by  writing 
their  thn'e  se\eral  jjarts  as  if  they  were  to  be  heard 
alone. 

'  Gluck.  IJeethoveii,  .Mo/art.  Weber,  bpontini.  and  some 
Others,  ha\('  eomprehended  all  the  imporlanee  of  the 
trombone's  duties;  "hey  have  apjiiied  the  various  char- 
acteristics of  Ibis  uoble  iustruuient,  with  perfect  intelli- 
gence, to  depicting  human  passion,  to  illustrating  the 
sounds  of  nature;  and  they  have,  in  cons('(|uence,  main- 
tained its  powei-,  its  dignity,  and  its  poetry.  But  to 
constrain  it — as  the  herd  of  composers  now  do — to  howl 
out  in  a  crclo  brutal  phrases  less  worthy  of  a  sacred  edi- 
fice than  of  a  tavern;  to  sound,  as  for  the  entry  of  Alex- 
ander into  Babylon,  when  there  is  nothing  more  forth- 
coming than  the  pirouette  of  a  dancer;  to  strum  chords 
of  the  tonic  and  the  dominant  in  a  light  song  tliat  a 
guitar  woidd  sutfice  to  accompany;  to  mingle  its  olym- 
pian voice  with  the  trumpery  melody  of  a  vaudeville 


duet,  or  with  the  frivolous  noise  of  a  quadrille;  to  pre- 
pare, in  the  tuttix  of  a  concerto,  the  triumphal  advent  of 
a  hautboy  or  a  tlute; — is  to  impoverish,  to  degrade  a 
magnificent  individuality;  it  is  to  make  a  hero  into  a 
slave  and  a  buffoon;  it  is  to  tarnish  the  orchestra;  it  is 
]  to  render  impotent  and  futile  all  rational  progression  of 
the  instrumental  forces;  it  is  to  ruin  the  past,  present, 
and  future  of  art;  it  is  to  commit  a  voluntary  act  of 
vandalism,  or  to  give  token  of  an  absence  of  sentiment 
for  expression  amounting  to  stupidity. 


Tlic  Alto  Trombone  with  Pistons;  or  with  Cylinders. 

There  are  alto  trombones  in  E^  and  in  F;  and  it  is 
absolutely  requisite  to  denote  for  which  of  these  keys 
the  composition  is  written,  since  the  habit  has  obtained 
of  treating  this  trombone  as  a  transposing  instrument. 
It  has  no  slide ;  and  is,  in  some  sort,  only  a  cornet  a 
pistons  in  E^  or  in  F,  with  rather  more  sonorousness  than 
the  regular  cornets. 

The  compass  of  the  alto  trombone  with  pistons  is 
nearly  the  same  as  that  of  the  ordinary  alto  trombone. 
It  is  written  on  the  G  clef,  transposing;  as  with  the 
cornet  a  pistons. 


Alto  Trombuue  vritb 
pistons,  ill  F. 


Sffect  in  real  sounds. 


Alto  Trombone  with 
pistons,  iu  E[^. 


Effect  in  real  sounds. 
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-:ir^: 


P-- 


I -I-    -„~      -/s>. 


^^ 


g*— ^- 


-gl— ^- 


g-  -*-  -^-^-' 

With  the  chromatic  mtervals. 
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The  trombone  with  pistons  being  deprived  of  the  aid 
of  the  slide,  can  only  produce  the  low  notes,  called  ped- 
als, of  tlie  other  trombones. 

The  shakes  of  the  alto  trombone  with  a  slide,  and 
whicli  the  performer  makes  with  the  lips  only,  are  prac- 
ticable on  the  trombone  with  pistons.  Some  of  them 
intiy  be  made  also  with  the  pistons;  but  it  should  be 
(>!>;:  rved  that  the  minor  shakes  are  the  only  ones  which 
proil:'.!!'  a  good  effect,  and  wliich  can  be  done  rapidly. 
These  are  the  best: — 


tr  tr 


Example  of  slial^i'S  produced  by  the  pistons. 


::^tq 


The  system  of  pistons  adapted  to  the  trombone  give 
it  much  agility,  but  cause  it  to  lose  somewhat  of  its  cor- 
rectness of  intonation.  It  may  easily  be  conceived,  that 
the  movable  slide,  obeying  instantaneously  the  slightest 
impulse,  converts — if  the  performer  possesses  a  good  ear 
— the  ordinary  trombone  into  the  most  correct  of  all 
wind  instruments;  an<l  that  the  trombone  with  pistons 
deprived  of  the  slide,  becomes  thereby  one  of  those  in- 
struments with  fixed  intonations,  to  which  the  lips  can 
bring  but  very  slender  modifications.  Solo  strains  are 
frequently  written  for  the  alto  trombone  with  pistons. 


Well  phrased,  a  melody  thus  played  may  have  great 
charm ;  but  it  is  erroneous  to  believe  that — if  confided 
to  a  fine  player — it  would  have  less  on  the  trombone  with 
slides.  M.  Dieppo  has  ntany  times  triumpliantly  proved 
this.  Besides,  I  repeat  it,  unless  the  execution  of  rapid 
passages  be  the  point  in  view,  the  main  advantage  of 
greater  correctness  is  far  preferable,  and  should  have  its 
due  weiglit  with  composers  in  forming  their  decision. 
In  Germany  there  are  some  tenor  trombones  witli  cylin- 


ders which  descend  as  low  as  the  B;?, 


b,  9: 


P^ 


Vc>- 


but  notwithstanding  this  advantage.  I  hold  the  trom- 
bone with  slides  to  be  greatly  preferable. 

The  Bugle,  or  Clarion. 

We  conclude  the  discussion  of  wind  instruments  by  a 
few  words  on  the  bugle  family. 

The  simple  bugle,  or  clarion,  is  written  on  the  G  clef, 
like  the  trumpet;  it  possesses,  in  all,  eight  notes, — 
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and  even  the  latter,  the  high  C,  is  only  practicable  on 
the  deepest  Inicle;  while  the  low  one  is  of  a  very  bad 
quality  of  tone.|  There  are  himles  in  three  keys:  in  7J^, 
in  C,  and  in  E2\  and  are  seldom  to  be  found  in  any 
other  keys.  The  flourishes  played  upon  them,  lying 
always  exclusively  on  the  three  notes  of  the  common 
chord,  are  necessarily  so  monotonous  as  to  be  almost 
wearisome.  The  quality  of  this  instrument  is  rather 
ungraceful ;  it  generally  wants  nobleness :  and  it  is  diffi- 
cult to  play  it  well  in  tune.  As  it  can  execute  no 
diatonic  succession,  shakes  are  necessarily  precluded 
upon  it. 

Bugles  appear  to  me  to  rank  no  higher  in  the  liierar- 
chy  of  brass  instruments,  than  fifes  among  wooden 
instruments.  JJoth  the  one  and  the  other  can  hardly 
serve  for  more  than  leading  recruits  to  drill;  and  to  my 
idea,  such  music  should  never  be  heard  by  our  soldiers 
young  or  old,  .since  there  is  no  need  to  accustom  them 
to  the  ignoble.  As  the  sound  of  the  bugle  is  very  loud. 
It  is  not  impossible  that  an  opportunity  may  occur  for 
employing  it  in  the  orchestra,  to  give  additional  violence 
to  some  terril)lo  cry  of  trombones,  trumpets,  or  horns 
united;  and  this  is  probably  all  that  can  be  expected 
from  it. 

The  bugle,  being  a  much  shorter  instrument  than  the 
trumpet,  only  possesses  the  notes  of  the  three  lower 
octaves  of  this  latter: — 


lorn. 


$ 


=i: 


zrlr   r=1z   -^^ 
Sva.  bassa. 


but  on  account  of  the  small  length  of  its  tube,  these 
notes  come  out  an  octave  higher.  That  is  why  it  is 
written — 


1?^ 


H«- 


it=: 


Thus  the  bugle,  or  clarion,  in  C,  is  a  non-transposing 
instrument;  while  the  bugles  in  Blz,  and  in  E2,  on  the 
contrary,,  are  written  transposing,  as  trumpets  in  B\z, 
and  in  E2,  are  written. 


Bae>«  in  B[). 


BSect  {n  real 
sounds. 
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Effect  in  real 
Bounds. 
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The  Keyed  Bugle. 

In  cavalry  music,  and  even  in  certain  Italian  orches- 
tras, bugles  with  seven  keys  are  found,  which  traverse 
cliromatically  a  compass  of   more   than  two  octaves, 


beginning   from  Bf)  ber.eath  tne  stave,  up  to  the  C 
above : — 


^-J--^S^^t 
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The  keyed  bugle  can  make  the  shake 
upon  all  the  notes  of  the  scale,  with  the  —y 
exception  of  this: —  _  2 1 
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It  does- not  want  for  agility,  many  artists  play  it  in  a 
remarkable  way;  but  its  quality  does  not  differ  from  that 
of  the  simple  bugle  or  clarion. 

The  Bufjle  with  Pistons ;  or  with  Cylinders. 

It  has  a  lower  compass  than  the  preceding:  but  this  is 
a  slender  advantage,  for  its  bass  notes  are  of  very  bad 
quality,  and  moreover  come  out  easily  only  upon  the 
small  bugle  in  Eli;  the  compass  of  which,  consequently, 
is  this : — 

Bugle  with  Cylinders  in  E[j. 
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This  instriunent  is  much  better  worth  than  the  keyed 
bugle;  it  produces  a  good  effect  in  playing  certain  mel- 
odies of  slow  movement,  or  at  least  moderate  move- 
ment; its  quality  presents,  for  lively  or  gay  phrases,  the 
same  inconvenience  whicli  we  pointed  out  in  the  cornets 
a  pistons,  that  of  lacking  distinction;  nevertheless,  this 
may  be  favorably  modified  by  the  talent  of  the  performer. 


Beginning  from  the  middle  E, 


'feS^ 


^ 


all  the 


major  and  minor  shakes  are  good  upon  the  bugle  with 
pistons,  excepting  this : — 

[Very  difficult.l 

tr 

The  Bass  Ophicleide. 

Ophicleides,  are  the  altos  and  basses  of  the  bugle. 
The  bass  ophicleide  offers  great  resources  for  maintain- 
ing the  low  part  of  masses  of  harmony;  and  it  is  also 
the  most  used.  It  is  written  on  the  F  clef;  and  its  com- 
pass is  three  octaves  and  one  note : — 


^v: 


■:=!: 


::=!: 


H-    _jj,_   _^_ 


S) <5>~ 


-sr-^- 


=5 — ^ 


-«—<=- 


-^— (S2- 


-f9-  -^ 


.^.  ^z^-^ 


^tz- 


^^J 
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In  the  hands  of  a  skilful  artist,  the  major  and  minor 
shakes  arc  possible  on  this  part  of  the  scale;  as  proved 
by  M.  Caussinus  in  the  excellent  work  which  he  has  just 
published : — 
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Very  ditticult. 


Formerly  the  low  FJJ,  ^ 


could  only  be 


done  in  an  incomplete  way  with  the  lips;  this  note  es- 
sentially lacked  correctness  and  steadiness;  but  M. 
Caussinus  added  to  the  instrument  a  key  which  rendered 
it  as  sjood  as  the  others. 

Passages  of  a  certain  rapidity,  diatonic,  and  even  chro- 
matic, are  practicable  in  the  tliree  upper  octaves  of  the 
ophicleide;  but  are  excessively  difhcult  below,  where  they 
moreover  produce  no  other  than  a  detestable  effect: — 


Alldjro 


Good. 


Bad. 


Staccato  passai^es  are  much  less  easy, — nay,  almost 
impossible — in  a  quick  movement.  There  are  bass  oph- 
icleides  in  two  keys,  in  C  ai.id  li2;  and  there  are  some 
even  made  at  present  in  A2-  These  latter  will  be  of 
great  utility,  on  account  of  the  extreme  depth  of  their 
lower  notes,  which  form  a  unison  ^yilh  the  three-stringed 
double-basses.  'I'he  ophicleide  in  B2  has  already  rendered 
eminent  service  in  this  respect.  They  are  each  of  them 
written,  transposing,  like  all  transposing  instruments: — 

Ophicleide 
inBb- 


This  first  low  G  is — as  will  be  seen — the  unison  of 
I  on  the  double-bass.     It  is  a  pity  that 


this  ^;=rtzz3 1 


the  ophicleide  in  .41?  should  be  so  little  adopted. 

The  quality  of  these  low  sounds  is  rude;  but  it  does 
wonders — in  certain  cases — beneath  masses  of  brass  in- 
struments. The  very  high  notes  have  a  wild  character, 
of  which  perhaps  sufficient  advantages  has  not  yet  been 
made.  The  medium, — especially  when  the  player  is  not 
very  skilful, — too  much  recalls  the  sounds  of  tiie  cathe- 
dral serpent,  *  and  of  the  cornet  a  bouquin;  I  think  it 
should  be  rarely  allowed  to  be  heard  much  displayed. 
There  is  nothing  more  coarse — I  might  almost  say,  more 
monstrous, — or  less  fit  to  harmonise  with  the  rest  of  the 
orchestra,  than  those  passages,  more  or  less  rapid,  writ- 
ten in  the  form  of  .soto.s  for  the  ophicleide  medium  in 
some  modern  operas.  It  is  as  if  a  bull,  escaped  fiom  its 
stall,  had  come  to  play  off  its  vagaries  in  the  middle  of 
a  drawing-room. 

T/te  Alto  Ophicleide. 

There  are  alto  ophicleides  in  i<'and  E\i,  and  their  coni- 
pass  is  the  same  as  that  of  the  bass  ophicleides;  they  are 
both  written  on  the  G  clef,  like  horns;  and,  in  the  same 
way  as  for  horns,  this  elef  represents  for  them  the  octave 

below  the  written  note.     Thus,  this  C,  YrtV — ^ 


sponds  with  that  of  the  F  clef, 
ty  sounds  that  of  the  G  clef,  -g 


^m 


which  in  reali- 


Bearing  in  mind 


at  present  the  transposition  produced  by  the  pitch  of 
their  specific  keys,  here  is,  in  real  sounds,  the  result  of 
their  written  scale: — 


#  i  An  instrument  much  used  in  French  churches.— rran«Ia(or.] 
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They  are  employed  ia  some  kinds  of  military  music 
to  fill  up  the  harmony  ;  aud  even  to  execute  certain 
phrases  of  melody  ;  hut  their  quality,  is  generally 
disagreeable,  and  not  noble  ;  and  they  want  precision 
in  tune  ;  hence  the  almost  complete  neglect  into  which 
these  instruments  have  now  fallen. 

The  Doudle-Bass  Ophideide. 
The  double-bass  ophicleides,  or  monster  ophicleides, 
are  very  little  known.  They  may  be  useful  in  very 
large  orchestras ;  but,  until  now,  no  one  has  been 
willing  to  play  them  in  Paris.  They  require  at 
amount  of  breath  which  would  exhaust  the  lungs  of 
the  most  robust  man.  They  are  in  F  and  \nE]i,  a 
fifth  below  the  bass  0|)hicIeides  in  (7  and  in  ^2;  and 
an  octave  below  the  alto  ophicleides  in  F  and  in  E'?.. 
They  must  not  be  made  to  go  higher  than    the   Y. 


Double-bass 

Ophicleide 

in  E[>. 


Effect  ID 
real  sounds. 


It  is  needless  to  state  that  shakes  and  rapid  passages 
are  incompatible  with  the  nature  of  such  instru- 
ments. 

The  Bombarden. 

This  is  a  low  instrument,  without  keys,  and  with 
three  cylinders  ;  the  quality  of  which  differs  but  little 
from  that  of  the  ophicleide. 

Its  compass  is  this  : — 


Bombardon.  1IJ.1J 
inF.  ^— 


&5^  -e> 


^=^=^=^ 


ti 


=fcE 


i-_l2(2L. 


-s)    g- 


-G- 
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With  the  chromatic  intervals. 

It  possesses  five  notes  still  beyond,  both  above  and 
below  ;  but  they  aie  of  uncertain  emission,  and  are 
better  avoided. 

This  instrument — whose  sound  is  very  powerful — 
can  execute  only  passages  of  moderate  movement. 
Florid  phrases  and  shakes  are  precluded.  It  produces 
a  good  effect  in  large  orchestras  where  wind  instru- 
ments predominate.  Its  tube  gives  naturally  the  notes 
of  the  chord  of  F,  which  is  why  it  is  called  in  F; 
nevertheless,  the  custom  is,  in  Germany,  to  treat  it, 
like  the  trombone,  as  a  non-transposing,  and  to 
write  for  it  only  real  sounds. 


The  Buss- Tuba  {the  Double-Bass  of  Harmony)  _ 

It  is  a  species  of  bombardon,  the  mechanism  of 
which  has  been  improved  by  M.  Wibrecht,  master  of 
the  King  of  Prussia's  military  bands.  The  bass- 
tuba — much  used  at  present  in  the  North  of  Germany,  si 
particularly  at  Berlin — possesses  an  immense  ad  van-  | 
tage  over  all  other  low  wind  instruments.  Its  quality 
of  tone,  incomparably  more  noble  than  that  of  ophi- 
cleides, boml)ardons.  and  serpents,  has  something  of  the 
vibration  and  quality  of  tone  of  trombones.  It  has 
less  agility  than  the  ophicleides;  but  itfi  sonorousness 
is  more  powerful  than  theirs,  and  its  low  compass  is 
the  largest  existing  in  the  orchestra.  Its  tube  gives — 
like  that  of  the  bombardon — the  notes  of  the  chord  of 
F  ;  nevertheless,  Adolphe  Sax  now  makes  bass-tubas 
in  Fq.  Notwithstanding  this  difference,  they  are  all 
treated,  in  Germany,  as  norhtransposing ms,ir\i\n&i\ts. 
The  bass-tuba  has  five  cylinders,  and  its  compass  is 
four  octaves 
have  been  intr 
like  horns  and  trumpets,  as   transposing  in.'?truments 

Bass  Tuba     t^tt 
■1  Ej,,        ^i 


ba  has  five  cylinders,  and  its   compass   is   _ 

For  some  years  past,  thp'-e  ii.'Struments  A 

roduced  in  France,  where  they  are  written,  ■ 


In  France,  therefore,  the  preceding  scale  would  be 
written  a  third  below. 

The  bass-tuba  can  produce  some  few  notes  still  be- 
yond above,  and  even  below,  by  aid  of  the  cylinder 
mechanism.  Those  of  the  extreme  high,  are  very 
dangerous  ;  while  those  of  the  extreme  low.  are  scarcely 
to  be  heard  ;  the  C,  the  B&,  and  the  A,  which  I  have 
just  marked  in  its  scale,  are  only  to  be  distinguished 
by  doubling  them  in  tlie  octave  above  with  another 
bass- tuba  part ;  this  both  imparting  to  them  and 
acquiring  from  them  additional  sonorousness. 

It  must  be  well  understood,  that  this  instrument  is 
not  better  adapted  than  the  bombardon  to  shakes  and 
rapid  passages.  It  can  play  certain  measured  melodies. 
An  idea  can  hardly  be  formed  of  the  effect  produced 
in  grand  military  harmonies  by  a  mass  of  bass-tubas. 
It  has  at  once  something  of  the  trombone  and  of 
the  organ. 

Instruments  with  a  Mouth-pieoE;  and  of  Wood. 

The  Serpent, 

Is  a  wooden  instrument  covered  with  leather,  aud  hav- 
ing a  mouth-piece  ;  it  has  the  same  compass  as  the  bass 
ophicleide,  with  rather  more  agility,  precision  in  tune, 
and  sonorousness.     There  are  three  notes, — 


^ 


much  more  powerful  than  the  others  ;  hence  those 
startling  inequalites  of  tone,  which  its  players  should 
apply  themselves    with    all    care    to    overcome    a* 
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much  as  possible.  The  serpent  is  in  B^;  consequently, 
it  must  be  written  a  whole  tone  above  tiie  real  sound, 
lilie  the  opbicleide  iu  B^. 


Serpent. 


Effect  in 
real  sounds. 


=^=1: 


With  the  chromatic  intervals. 
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^f^^-^^ 
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The  quality  of  tone  essentially  barbarous  which  dis- 
tinguishes tills  instrument,  would  bive  suited  better 
with  the  rites  of  the  sanguinary  .^.uiclical  worship,  than 
with  tliose  of  the  ("atliolic  religion;  where  it  always 
figures,  as  a  monument  of  the  want  of  intelligence,  and 
of  the  coarseness  in  sentiment  and  taste  which,  from 
time  immemorial,  has  directed  in  our  temples  the  appli- 
cation of  Musical  Art  to  Divine  Service.  There  must 
be  exception  made  in  favor  of  the  case  where  the  serpent 
is  employed,  in  masses  for  the  dead,  in  doubling  the 
terrible  plain-chant  of  the  Dies  Irce.  Its  frigid  and 
ab(miinable  blaring  doubtless  then  betits  the  occasion;  it 
seems  to  invest  with  a  kind  of  lugubrious  poetry,  those 
words  expressive  of  all  the  liorrors  of  deatli,  and  the 
vengeance  of  a  jealous  God.  It  would  be  no  less  well 
placed  in  profane  compositions,  where  ideas  of  this  na- 
ture had  to  be  expressed;  but  then  only.  It  mingles  ill, 
moreover,  with  the  other  qualities  of  orchestra  and 
voices;  and  as  forming  the  bass  to  a  mass  of  wind  in- 
struments, the  brass-tuba,  and  even  the  opbicleide,  are 
greatly  preferable. 

TJie  Russian  Bassoon, 

Is  a  low  instrument  of  the  serpent  kind ;  whose  quality 
of  tone  has  nothing  very  characteristic,  whose  sounds 
lack  steadiness,  and  consequently  precision  in  tune;  and 
which,  in  my  opinion,  might  be  withdrawn  from  the 
fftmily  of  wind  instruments,  without  the  smallest  injury 
to  Art.     Its  general  compass  is  this: 
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With  the  chromatic  intervals. 


Some  of  them  go  down  to  C, 


:   and  up  to  the 


highP.fe         ]; 


but  these  ar*  exceptions,  of  which 


no  practical  account  can  be  made.  The  best  notes  of  the 
Bussian  bassoon  are  D  and  E2.  Only  detestable  effects 
are  to  be  obtained  from  shakes  on  this  instrument. 
Russian  bassoons  are  found  in  military  bands:  but  it  is 
to  be  hoped  that  they  will  no  longer  figure  there,  when 
the  bass-tuba  becomes  more  kuown. 


Voices. 

Voices  are  naturally  divided  under  two  great  heads, — 
male  voices,  or  low  voices;  and  female  voices,  or  high 
voices.  These  latter  comprise  not  only  the  voices  of 
women;  but  also  the  voices  of  children  of  both  sexes, 
and  the  voices  of  artificial  sopranos.  Botli  the  one  and 
the  other  are  again  subdivided  into  two  distinct  species, 
wliich  generally  received  theory  considers  as  being  of  tlie 
same  compass,  and  differing  only  among  themselves  in 
degree  of  depth.  According  to  establislied  custom  in  all 
the  schools  of  Italy  and  Germany,  the  lowest  man's  voice 
(the  bass)  will  reach  from  F  below  the  stave  (F  clef)  up 
to  D  and  E2  above;  and  the  highest  man's  voice  (the 
tenor),  placed  a  tifth  above  the  preceding,  will  conse- 
quently go  from  the  C  below  the  stave  (C  clef  on  fourth 
line)  uj)  to  the  A  and  B2  above.  The  voices  of  women 
and  children  will — in  llie  same  order — range  precisely  an 
octave  higher  than  the  two  man's  voices,  dividing  them- 
selves under  the  names  of  contralto  and  soprano;  the 
first  corresponding  with  the  bass  voice,  the  second  with 
the  tenor  voice.  Thus,  the  contralto  will  go,  like  the 
bass,  from  the  low  F  to  the  high  E^  (nearly  two  octaves) ; 
and  the  soprano  like  the  tenor,  from  the  low  C  to  the 
high  Bi2. 


,  High  voice 
o  I  of    women,' 
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With  the  chromatic  intervals. 


Tenor.  {H^^I2!''°' 
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With  the  chromatic  intervals. 
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With  the  chromatic  intervals. 


Doubtless,  this  regular  disposal  of  the  four  most  charac- 
teristic kinds  of  human  voices,  is  very  seductive;  but 
unfortunately,  it  must  be  acknowledged  that  it  is,  iu 
some  respects,  insufficient  and  hazanious,  inasmuch  as 
it  would  deprive  the  composer  of  a  great  number  of  pre- 
cious voices,  if  it  were  admitted  without  restriction  ic 
writing  for  choirs.  Nature,  in  fact,  does  not  proceed  in 
tlie  same  ratio  in  all  climates;  and  if  it  be  true  that  in 
Italy  she  produces  many  contralto  voices,  it  cannot  be 
denied  that  in  France  she  is  very  sparing  of  them.  Tenors, 
that  can  easily  go  up  to  A  and  B2,  are  common  :n  France 
and  Italy,  while  they  are  rarer  in  Germany;  where, — as 
compensation, — they  have  in  their  bass  notes  more  sono- 
rousness than  anywhere  else.  It  therefore  appears  to 
me  absolutely  iiiipriideut  to  write  choruses  in  four  real 
pans  of  equal  importance,  according  to  the  classical 
division  of  voices  into  Sopranos,  Contraltos,  Tenors,  and 
Basses.  It  is  at  least  certain,  that  in  Paris,  in  a  chorus 
thus  arranged,  the  contfalto  part, — comparatively  with 
tlie  other  parts,  especially  in  a  large  mass  of  voices, — 
would  be  so  weak,  that  the  greater  portion  of  the  effects 
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assiijTitHl  to  it  by  tlie  composer  would  he  all  but  lost. 
Neilln'r  is  it  to  be  doubted  that  in  (lennaiiy.  and  (!ven 
in  Italy  and  France,  if  the  tenor  were  to  be  written 
within  the  established  limits — that  is  to  say,  a  fifth  above 
the  bass, — a  good  number  of  those  voices  would  stop 
short  before  the  passages  where  the  composer  should  have 
caused  them  to  go  up  to  the  high  A  and  V>9:  or  else 
would  only  give  utterance  to  notes,  false,  forced,  and 
of  bad  quality.  The  contrary  observation  holds  good  in 
the  case  of  bass  voices;  many  of  them  lose  much  of  their 
sonorousness  after  the  low  C  or  B,  and  it  is  useless  to 
write  for  them  either  Gs  or  Fs.  As  Nature  everywhere 
produces  sopranos,  tenors,  and  basses,  I  think  it  infinite- 
ly more  prudent,  more  rational,  and  even  also  more 
musical,  if  the  object  be  to  make  all  the  voices  of  use,  to 
write  choruses  either  in  six  parts:  first  and  second  sopra- 
nos, first  and  second  tenors,  barytones,  and  basses  (or 
first  and  second  bassess), — or  in  three  parts,  taking  care 
only  to  divide  the  voices  each  lime  that  they  approach 
the  extremes  of  their  respective  compass,  by  giving  to 
the  first  bass  a  note  higher  by  a  third,  by  a  fifth,  or  by 
an  octave,  than  the  too  low  note  of  the  second  bass;  or 
to  the  second  tenor  and  the  second  soprano  intermediate 
sounds,  when  tlie  first  tenor  and  first  soprano  rise  too 
high.  It  is  less  essential  to  separate  the  first  sopranos 
from  the  second  sopranos,  when  the  phrase  extends  very 
h)W,  than  in  tlie  contrary  case;  the  high  voices  lose,  it  is 
true,  all  their  power,  and  the  speciality  of  their  quality 
of  tone,  whenever  they  are  made  to  utter  intonations 
proper  only  to  a  contralto  or  a  second  soprano  voice ;  but 
at  least  they  are  not  compelled  to  give  forth  bad  sounds, 
like  the  second  sopranos  when  they  are  forced  up  too 
high;  and  it  is  tlie  same  with  the  other  two  voices. 
The  second  soprano,  the  second  tenor,  and  the  first  bass, 
are  generally  placed  a  third  or  a  fourth  below  and  above 
the  principal  voice  of  which  they  bear  the  name,  and 
possess  a  compass  almost  e(]ual  to  theirs;  but  this  is  true 
more  as  regards  the  second  soprano,  than  as  regards  the 
second  tenor,  and  the  first  bass.  If  the  second  soprano 
be  given  as  its  compass  an  octave  and  a  sixth,  beginning 
from  the  B  below  the  stave  up  to  the  G  above: — 


all  the  notes  will  sound  well  and  without  difficulty.  It 
would  not  be  the  same  with  the  .second  tenor,  if  giving 
it  a  scale  of  the  same  extent:  ils  low  Ds,  Cs,  and  Bs 
would  have  scarcely  any  sonorousness;  and  unless  with 
■  set  intention,  and  a  particular  effect  to  produce,  it  is 
better  to  avoid  for  it  these  low  notes,  which  can  be  easi- 
ly given  to  either  the  first  or  second  basses,  to  which 
they  perfectly  suit.  The  contrary  holds  good  for  the 
first  basses,  or  barytones:  if, — supposing  tiiem  to  be  a 
third  above  the  second  basses, — they  be  written  from  the 
low  A  to  the  high  G,  the  low  A  will  be  heavy,  and  vague; 
and  the  high  G  excessively  forced,  to  say  the  least.  This 
latter  note  is  really  only  fit  for  the  first  and  second  ten- 
ors. Whence  it  follows,  that  the  most  limited  voices  are 
the  second  tenors;  which  do  not  ascend  so  high  as  the 
first  tenors,  yet  do  not  descend  nuich  lower;  and  the  first 
basses,  which  descend  less  than  the  second  basses,  with- 
out going  any  higher  than  they  do.  In  a  chorus  written 
in  six  parts — as  I  propose — the  true  contralto  voices  (for 
there  are  always  more  or  fewer  in  every  choral  body) 
rausj  necessarily  sing  the  second  soprano  part;  and  this 
is  why  I  think  it  well,  when  it  goes  beyond  the  high  F, 
to  subdivide  thein  again,  in  order  that  the  contraltos 
may  not  be  forced  to  scream  out  notes  too  high  for 
them 


Mere  then  is  the  most  sonorous  compass  of  the  seven 
different  voices  to  be  found  in  most  great  choral  bodies; 
I  aostain  from  indicating  the  extreme  upper  or  lower 
no^os  possessed  by  certain  individuals,  which  should  only 
be  written  exceptionally: — 


iBt  Sopnmo. 


2nd  Soprano. 
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k^-. 


Oontralta 


m 
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lit  Tenor. 


2nd  Tenor. 


Ist  Bass,  or 
Baritone. 


3nd  Bass,  or 
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Choruses  of  women  in  three  parts  have  an  enchanting 
effect  in  pieces  of  a  tender  and  religious  character;  they 
are  tlien  disposed  in  the  order  of  three  voices  just 
stated, — first  soprano,  second  soprano,  and  third  soprano, 
or  contralto. 


Sometimes  a  tenor  part  is  given  as  bass  to  these  three- 
part  female  voices;  Weber  has  done  so  with  good  success 
for  his  chorus  of  spirits  in  Oberon;  but  it  can  only  be,  in 
a  case  where  the  object  is  to  produce  a  soft  and  calm 
effect,  such  a  chorus  having  naturally  but  little  energy. 
Choruses  composed  of  men's  voices  only,  have  much 
power,  on  the  contrary ;  and  the  more,  because  the  voices 
are  deeper  and  less  divided. .  .The  division  of  the  basses 
into  firsts  and  seconds  (to  avoid  the  high  notes),  is  less 
necessary  in  rude  and  fierce  accents,  to  which  sounds 
forced  and  exceptional — like  the  high  F  and  r|} — asree 
better  from  their  peculiar  cliaracler  than  the  more  natu- 
ral sounds  of  the  tenors  upon  the  same  notes.  But  it  is 
necessary  to  lead  to  tliese  notes,  and  to  bring  them  in 
dexterously,  taking  care  not  to  make  them  pass  abruptly 
from  the  vnedium  or  depth  to  the  extreme  upper  register. 
Thu<.  Gluck,  in  his  terrible  chorus  of  Scythians  in  the 
first  act  r)f  Iphiuenia  in  Tanride,  uives  the  high  F^  to 
all  the  basses  joined  with  the  tenors,  on  these  words,— 
'•lis  nous  amenent  des  vict  lines;"  but  the  Ftiis  preceded 
by  two  Ds:  and  the  voice  can  easily  he  carried  on,  by 
binding  the  last  D  with  the  FJJon  the  syllable  "nous:"' — 
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A'l'fjro. 


Tenors. 


He  brings  us  victims  in  suc-ces  -  sion. 
Uh  rtoitx     a  -  mencnt  den  vie  -  ti  -  mex. 


-.^. 


He  brings  us  victims  in  suc-ces  ■ 
lis   7WUH     a  -  minent  dfs  vie  -  (i  - 


sion. 

mes. 


The  sudden  unison  of  the  tenors  ;uul  basses  in  this 
passage,  gives  moreover  to  the  i)hrase  such  a  volume  of 
sound,  and  so  powerful  an  aoccni,  that  it  is  impossilde 
to  hear  it  witliout  sluulilcriug.  This  is  again  one  of 
tliose  touches  of  senilis  Hhicii  are  to  be  met  with  at 
almost  every  paije  in  the  scores  of  this  giant  of  dramatic 
music. 

Independently  of  the  iwpressive  idea,  wliieh  here  seems 
to  predominate,  the  common  proprieties  of  vocal  instru- 
mentation may  frequently  introduce  unisons  of  tliis  kind 
into  choruses.  If  the  direction  of  the  melody  leads,  for 
instance,  the  lirst  tenors  towards  the  BJs  (a  very  danger- 
ous note,  which  should  be  shunned),  the  composer  can 
bring  in,  for  this  phrase  onlj^,  the  second  sopr((nos  and 
contraltos,  which  can  sing  without  difficulty  in  unison 
with  the  tenors,  and  can  blend  with,  while  they  confirm 
their  intonations. 


2ii(l  Sopra- 
uos  &  Con- 
traltos. 


1st  &  2iid 
Tenors. 


Ju 


di    can  -  dus. 


=^iiiiigai^is} 


Ju-dicandus,  Ju     -     di  -  can-dus  homo- 


P^E^feZf^ 


11 


-?-7] 


l^t#t#^eilEJ 


AVhcn,  on  the  contrary,  the  tenors  arc  compelled  by 
the  exigence  of  a  melodial  design  to  de.scend  too  low, 
the  lirst  basses  arc  there  to  serve  them  as  auxiliaries, 
and  to  strengthen  them  without  perverting  their  vocal 
character  by  a  difference  of  quality  in  tone  too  marked. 
It  would  not  be  the  same,  if  the  composer  were  to  give 
the  tenors — or  still  less,  the  basses — as  au.xiliaries  to  the 
contraltos  and  the  second  sopranos:  the  female  voice 
would  then  be  almost  eclipsed ;  and,  from  the  moment 
of  the  male  voice's  entran(»c,  its  character  of  vocal  sono- 
rousness would  change  abruptly,  so  as  to  break  the  unity 
of  execution  in  the  melody.  These  kind  of  juxtaposi- 
tions, of  one  voice  coming  to  the  aid  of  another,  are 
therefore  not  eligible  with  all  (pialities  indiscriminately, 
when  its  character  is  to  be  preserved  in  the  voice  which 
commenced  and  continued  tb.e  jdu-ase.  For,  I  repeat,  if 
the  contraltos  in  the  nu'dium  register  become  lost,  when 
sustaining  the  unison  of  the  tenors  in  the  high  register, 
the  tenors  in  the  medium  would  cover— to  the  point  of 
I  hiding  them  altogether — the  .second  sopranos  in  the  low 
!  register,  if  united  suddenly  with  them.  In  the  case 
I  where  the  composer  desires  simply  to  add  the  compass 
of  one  voice  to  the  compass  of  another  voice,  In  a  melo- 
1  dial  pi'ogression  descending,  for  instance,  he  must  not 
make  a  body  of  deep  qualities  of  tone  suddenly  succeed 
to  the  entire  body  of  higher  qualities,  as  the  joining- 
point  would  be  thus  too  apparent;  it  would  be  better 
first  to  let  half  of  the  upper  portion  of  high  voices  cease, 
substituting  for  them  the  upper  half  of  the  low  voices, 
and  reserving  until  a  little  later  the  interweaving  of  the 
two  other  halves.  Thus,  supposing  a  long  descending 
scale,  beginning  with  the  high  G  by  the  first  and  second 
sopranos  together, — at  the  moment  when  the  scale 
reaches  the  E  a  tenth  below  the  first  G,  let  the  first 
sopranos  stop,  and  bring  in  the  first  tenors  on  the  D  (a 
whole  tone  below  the  last  E  of  the  first  sopranos) ;  the 
second  sopranos  continuing  to  descend,  thus  united  with 
the  first  tenors,  will  only  cease  upon  the  low  15,  a-ftcr 
which  the  second  tenors  should  come  in  upon  the  A  in 
unison  with  the  first  tenors;  the  first  tenors  ceasing 
upon  the  F  to  make  room  for  the  first  basses,  the  inter- 
weaving of  the  second  tenors  with  the  second  basses 
will  take  place  on  the  lower  D  ortl;  then  the  united 
basses  will  continue  to  descend  as  far  as  the  G,  and  the 
result  for  the  hearer  will  be  a  descending  scale  of  three 
octaves'  extent,  during  which  the  voices  will  have 
succeeded  each  other  in  such  a  way  that  the  passing  o( 
one  voice  to  the  other  shall  have  scarcely  been  per- 
ceived : — 


re  -  us,  Ju  -  di-can  -  dus  ho  -  mo 


1st  Soprano. 


Znd  Soprano. 


1st  Tenor. 


2nd  Tenor. 


Ist  Bass, 
or  Baritone. 


2ud  Bass, 
or  BiisA, 


-(«— «■ 


i 


-^. 


■^' 


__, — j- 


C ^. 


^^^^m 


-'9-'-S)~ 


E-H 


-«' 25H 


t=t: 


33f^^: 


i^^ 


s^-^^^l^i^ 


3^=5 


t^ 


t5>- 


^m 


In  accordance  with  these  observations,  it  will  easily 
be  conceived  that  the  composer  has  to  make  his  choice 
of  the  register  of  voices  subservient  to  the  character  of 
tho  piece  in  which  he  employs  them.  He  should  use 
only  notes  of  the  medium   in  an  Andante  with  soft  and 


sustained  sounds;  those  alone  can  possess  the  suitable 
quality  of  tone,  dwell  with  calm  and  precision,  and  be 
sustained  without  the  least  effort  in  a  pianissimo.  This 
is  what  Mozart  has  done  in  his  celestial  prayer: — "Ave 
verura  corpus." 
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TioUna. 


Tiulas. 


Or&Io. 


Ooota«lto. 


Tenor. 


ie»Ee^EE±^;:33ES 


OflMUt  or 
Saas. 


"Ave  verum  corpus."    Mozabt. 
Adagio.  — Sotto  voce. 


jl      5o»o  voce. 


*  ^  ^- 


:*=t=±3t 


-# — #- 


5=S*^^-^ 


-si-. 


-& a- 


if^^Tit 


-•— *-z?^ 


* 


?^z 


M^: 


:$-^ 


i* 


SoWo  coce. 


ti5« 


■«'—=- 


Sollo  i 


i^Bi 


-*— »H 


*,— Jl— g>- 


-I— 


A  -  ve,        a    -    ve  ve    -    rum     cor  -  pus        na    -    turn 

Solto  voce. 


-tS (2 ^ ^. 


:t=t 


A  -  ve, 
Sotfo  voce. 


£^a 


-p=#--# 


-/t_(2_ 


n \. 


rum     cor  -  pus        na 


A  -  ve, 
Sotto  voce. 


a    -    ve 


-j±---s>- 


i: 


A  -  ve,       a    -    ve 


ve 


S 


ES 


-IS)- 


5 


turn 


ve    -    rum     cor  -  pus       na    -    turn 


rum     cor  -  pus        na    -    turn 


» 


-#— #- 


:^— I— j: 


-^-*- 


-# — a>- 


-^ 


±1^ 


^^ 


\*-* 


u 


•— (fc- 


^=x. 


^ 


-25^- 


^ 


-# — ^- 


ijn^-^- 


=;¥3=' 


<<— ag*- 


m. 


-^—^- 


3: 


'^-0—& 


i^li 


-0—0- 


3 


15=? 


-H—i—Ji 


de  Ma-ri  -  a       vir  - 


gi  -  ne, 


ve  —  re     pas  -  sum        ira  -  mo  -  la  -  turn  in       cru 


\t 


%-=^=^=i-~ 


-^— ^ 


:^^ffi 


'w==r^ 


-G-— 


-^^^^^. 


de  Ma-ri  -  a       vir  -  -  -  gi  -  ne, 

lff-#  — • 0—0-\-^- 


ve  -  -  re     pas  -  sum         im  -  mo  -  la  -  tvmi 


=^ 


-•— 1^ 


:t=t 


e 


hS2-^ 


f: 


* — <?- 


de  Ma-ri  -  a       vir  - 


_| L_| 


gi  -  ne. 


\ 


fi=^=: 


^S-— I — I — I — 1- 


ve  -  -  re     pas  -  sum        im  -  mo  -  la  -  turn 

-S>-- 0-r-»  ^^       <^ 


^ 


de  Ma-ri  -  a       vir  - 


3= 


gja^^3.=j=g 


gi  -  ne, 


ve 


28^=^ 


3tiiz=j; 


att 


-A^- 


-5^- 


re     pas  -  sum        im  -  mo  -  la  -  tum 


:t=t=t= 


ft^ 


^r-? 


,^v: 
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/ 


-•— ah 


:i=: 


:=1: 


m 


=1= 


per   -    fo     -     ra    -     turn 
per      -      lo  -  i-a 


es 


=^4^ 

-# 


g 
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feE3^Ei}5^5if^3E^J^i^g^ 


-&- 


■■-■X. 


q^ 


-.-.-u-^-^ 


1 


\- 


t=±t- 


-^'-^f^ 


iifcri 


a^E3E 


'^-ss'- 


~ ^ -■-# — aH :^ ■*■ wo ■-■ 


iS^=fel^^ 


ilfEj^^ 


i^-t-'g    — s*- 


^ 


-f2--- 


:t== 


lii 


i 


^^iiii^lig^i 


Fine  effects  arc  nevertheless  to  be  obtained  from  the 
extreme  low  notes  of  the  second  basses,  such  as  the  Elj, 
and  even  the  D  below  the  stave;  which  many  voices  can 
easily  utter,  when  they  have  the  time  to  take  them  firm- 
ly, when  they  are  preceded  by  sufficient  time  for  breath, 
and  when  they  are  written  upon  a  sonorous  syllable. 
Brilliant,  pompous,  or  violent  choruses  should,  on  the 
contrary,  bt;  written  rattier  higher;  without,  however, 
letting  the  prevalence  of  hi<:;h  notes  be  too  constant,  and 
without  givina;  the  sin>;er3  many  words  to  pronounce 
r.apidly.  The  extreme  fatigue  resulting  from  this  mode 
of  writing  would  soon  induce  bad  execution;  such  a 
continuance  of  liigh  notes,  burdened  by  syllables  artic- 
ulated with  difficulty,  is  besides  not  at  all  agreeable  to 
the  hearer. 

We  have  not  yet  spoken  of  tliose  very  high  notes  of 
the  voice,  called  hend  notes  or  falsetto.  They  are  of  great 
beauty  in  tenor  singers,  whose  compass  they  considera- 
bly augment;  many  of  them  being  able  without  diffi- 
culty to  reach,  in  head  notes,  up  to  E'j  and  F  above  the 
stave.'  There  might  be  frequent  aud  valuable  use  made 
of  these  notes  in  choruses,  if  chorus-singers  were  more 
proficient  in  the  art  of  singi*ig.  Head  notes  are  of  good 
effect  for  basses  and  baritones  only  in  an  extremely 
light  style  of  music,  such  as  that  of  our  French  comic 
operas;  these  high  and  feminine-toned  sounds,  so  dis- 
similar from  the  natural  notes — called  chest  notes — of  the  low 
voices,  have,  in  fact,  something  revolting,  everywliere 
but  in  buffo  music.  There  has  never  been  any  attempt 
to  introduce  them  into  a  chorus,  or  into  any  strain  per- 
taining to  the  noble  in  style.  The  point  where  the  chest 
voice  finishes,  and  the  head  voice  commences,  cannot  be 
exactly  determined.  Clever  tenor  singers,  moreover, 
give,  forte,  certain  high  notes  such  as  A,  B,  and  even  C, 
either  in  head  voice,  or  in  chest  voice,  at  pleasure;  neverthe- 
less, for  the  majority,  I  believe,  the  B\)  must  be  fixed  as 
the  limit  of  a  tenor-singer's  chest  voice.  And  this  again 
proves  that  this  voice  is  not  strictly  at  a  fifth  above  the 
bass,  as  is  stated  to  be  the  case  by  school  theories;  since, 


of  twenty  basses  taken  at  random,  ten  of  them,  at  least, 
could  give,  in  chest  voice,  a  high  F#,  if  properly  led  up 
to;  while  in  the  same  number  of  tenors,  one  would  not 
be  found,  who  could  equally  give,  in  chest  voice,  a  tol- 
erably good  high  C:^. 

The  ancient  masters  of  the  French  school, — who  never 
employed  the  head  voice, — have  written  in  their  operas 
a  part  which  they  call  "  hnute-contre ;"  and  which  foreign- 
ers, deceived  by  tho  natural  interpretation  of  the  Italian 
word  Contralto,  often  take  for  the  low  voice  of  women. 
This  name  nevertheless  denoted  the  voice  of  a  man  ac- 
customed to  sing  almost  exclusively,  and  in  chest  voice, 
the  five  high  notes  (including  the  BJ])  of  the  first  tenor's 
cotnpass.  The  pitch  was — as  is  generally  believed — 
lower  by  a  whole  tone  than  the  present  pitch.  The 
proofs  of  this  fact  do  not  appear  to  me  to  be  unimpeach- 
able: and  a  doubt  on  the  point  in  question,  is  still  allow- 
able. At  the  present  time,  when  a  Btj  occurs  in  a  cho. 
rus,  the  majority  of  tenor  singers  take  it  in  head  voice, 
but  the  very  high  tenors  fthe  haute-contres)  still  take  it 
without  hesitation  in  chest  voice. 

Children's  voices  are  of  excellent  effect  in  large  choirs 
Boys'  soprano  voices  have  even  something  of  penetrat- 
ing, and  crystalline,  which  is  wanting  in  the  quality  ol 
tone  of  women's  sopranos.  In  a  soft,  smooth,  calra 
composition,  however,  these  latter,  fuller  and  less  pierc 
ing,  appear  to  me  always  preferable.  As  for  artificial 
sopranos — to  judge  from  those  I  have  heard  in  Rome — 1« 
seems  to  me  that  their  use  is  not  much  to  be  regretted, 
now  almost  wholly  given  up. 

There  are  in  the  North  of  Germany,  and  in  Russia, 
basses  so  deep,  that  composers  do  not  fear  giving  them,, 
without  preparation,  Ds  and  Cs  to  sustain,  below  thfl 
stave.  This  valuable  kind  of  voice — called  basso  profondo 
— contributes  powerfully  to  the  prodigious  effect  of  the 
choir  in  the  Imperial  Chapel  at  St/Petersburgh — the 
first  choir  in  the  world,  according  to  those  who  have 
heard  it.  A  basso  profondo  can  hardly  ever  go  beyond 
B  or  C  above  the  stave. 
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For  the  effect  ivp  er  iployment  of  very  low  notes  of  bass- 
singers,  they  should  never  bo  given  successions  of  notes 
too /apid,  or  too  mnch  overcliarsied  with  words.  In 
another  point  of  view,  also,  choral  vocalisations  in  the 
lowest  part  of  the  scale  are  of  detpslable  effect.  It  is 
but  fair  to  add,  that  they  are  not  much  better  in  the  ine- 
dinm;  and  that  nol wilhslandin^  the  example  set  by  the 
majority  of  the  sreaL  masters,  those  ridiculous  roulades 
on  the  words  "  Kvrie  eleison."  or  on  the  word  "  Amen," 


Soprani. 


Teuori 


Bassi. 

-,_>, — ■—  -^^ ^— -J 

Ag     -     nus      De 
Those  modes  of  utterance  which  produce  from  men 
voice-sounds  called  mind,  and  veiletf.  are  extremely   val- 
uable; and  give   much   charat'ter   to    both   solo-singing 
and  ehoral-sMigiiig. 

The  niiT'd  voice  has  souu'what  in  its  quality  of  chest 
notes  and  head  notes;  but, — in  the  same  way  as  for  these 
latter,— it  is  impossible  to  assign  fixed  limits  for  the 
mixed  voice,  eiiiier  above  or  below,  Such  and  such  a 
voice  shall  be  able  to  take  the  tnixitl  quality  very  high; 
while  such  another  can  only  master  it  upon  notes  less 
raised.  As  for  the  ivi/ed  voice— of  which  the  name  indi- 
cates the  character — it  depends  not  only  on  the  mode  of 
Utterance,  but  also  on  the  degree  of  force,  of  execution, 
and  of  feeling,  which  animates  the  singers.  A  chorus 
of  a  somewhat  agitato  movement,— and  which  should  be 
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which  would  suflBce  to  render  vocal  fugues  in  church 
music  an  indecent  abominable  bufifoonery,  will  be, — it  is 
to  be  hoped, — banished  in  future  from  every  sacred 
composition  worthy  of  the  name.  Slow  and  soft  vocal- 
isations of  solo  sopranos,  accompanying  a  melody  of  the 
other  voices  placed  l)eneath,  are,  on  the  contrary,  of  a 
pious  and  angelic  expression.  It  should  not  be  forgot- 
ten, to  intersperse  them  with  short  rests,  to  afford 
breathing-time  for  the  chorus-singers. 


Ag-inis  qui  tol 
stated  as  sollo  voce — would  be  very  easily  executed  in 
•■WW  voice,  provided  the  chorus-singers  possess  intelli- 
gence, expression,  and  iiracliee  in  singing.  This  kind 
of  vocal  execution,  contrasted  with  that  of  the  powerful 
and  brilliant  sounds  of  the  high /c"7e,  always  ,)iiKluce  a 
fine  effect.  As  a  magnitieient  example  of  this,  (iluck's 
chorus  in  Annnla  should  be  cited: — "Follow  Love,  since 
you  thus  persist;"  of  which  the  two  first  stanzas,  uttered 
in  vi-dfd  voice,  give  terrible  potency  to  the  peroration, 
taken  in  full  voice,  a\u\ /'"lisiiino,  on  the  return  of  the 
phrase: — "Follow  Love."  It  is  impossible  better  to 
characterise  suppiessed  menace,  and  then  a  sudden  ex- 
plosion of  fiwy.  It  is  thus  that  Spirits  of  Rage  and  Hale 
should  sing: — 


iBt  Viohu. 


Ind  Violin. 


Viola. 


Haatboy. 


Clarinet  in  C. 


/isi 


Baasoons. 


Sopiano. 


Haute-ooDtre. 


Tenor. 


Baas- 


Violoncello 

and  \ 

Doubla-bass, 


-r^i;^-#. 
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Annidit. — GlUCK. 
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r^7^g3r^S^*Vj:j!f^b 


?/•         sf        sf         sf 


^a 


?/"      «/ 
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Love,  who     misleads      you 


to    take     thi3     fa    -    tal  step,       to  take    this       fa    -    -    -    tal    step. 
dans  vn  a-bime  affreux,      duns  un      a    -    bime  a/-/reux. 


In  these  wild     des  -  art    paths 
Sur  c&s  bords        6   -  car  -  te.-i 


:^: 


'tis     Id  vain      thou  con-ceal 
c'e^I    en  t-ain      yue     iu  -  ca 


est 
ches 


how  this  hero       has  touch'd 
le      he  -  ro.-i       dont  ton  ccEur 


thy 
s'est 


9^'ffi 
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too cou  -  fi-ding     heart ;  will  Fame, 

trop        -         -        lais  -  se    tou  -  cher  la   gloire 


from  whom  thou  hast  torn 
d        qui         tu     far  - ra 


Jj—j^^^Z^- 


him,        not     re-gain     her  for  - 
c/ies        doit    hientot        te  Var  • 
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sway 
cher 
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This  dissertation  on  the  voice,  hitherto  applies  only, 
as  will  be  perceived,  to  its  employment  in  choral  bodies. 
The  art  of  writing  for  single  voices  is  really  svvayed  by 
a  thoufsaiid  circumstances,  very  difficult  to  determine, 
but  which  it  is  necessary  to  take  into  account,  and  which 
vary  with  the  individual  organisation  belonging  to  each 
singer.  It  may  be  told  how  to  write  for  Rubini,  for 
Duprez,  for  Haitzinger — who  are  all  three  tenor-singers; 
but  it  would  be  difficult  to  indicate  the  mode  of  writing 
a  tenor  part  equally  favorable,  or  perfectly  suitable  for 
all  the  three. 

A  tenor  solo — of  all  the  voices — is  the  most  diflBcult  to 
write,  on  account  of  its  three  registers,  comprising  the 
chest  notes,  the  mixed  notes,  and  the  head  notes,  of 
which  the  extent  and  the  facility — as  I  have  already 
said, — are  not  the  same  in  all  singers.  Such  and  such 
a  performer  uses  his  head  voice  a  great  deal,  and  can 
even  give  to  his  mixed  voice  much  power  of  vibration; 
such  and  such  another  will  sing  with  ease  high  and  sus- 
tained phrases  in  all  degrees  of  loudness,  and  in  all 
degrees  of  rapidity;  he  will  like  cs  and /s  ; while  such 
another,  on  the  contrary,  uses  the  head  voice  with  diffi- 
culty, and  prefers  singing  constantly  full  vibrating  chest 
notes;  such  another  excels  in  impassioned  pieces,  but 
requires  that  the  movement  be  sufficiently  measured  to 
permit  the  utterance — naturally  rather  slow — of  his 
voice;  he  will  prefer  open  syllables,  sonorous  vowels  — 
ike  "a" — and  dread*  having  high  notes  to  execute;  a 


sostenuto  of  a  few  bars  upon  G,  will  appear  to  him  both 
difficult  and  dangerous.  The  first, — thanks  to  the  flexi- 
bility of  his  mixed  voice, — can  take  abruptly  a  high  and 
loud  note;  the  other,  on  the  contrary,  in  order  to  give  a 
high  note  in  all  its  power,  will  require  to  have  it  gradu- 
ally led  to,  because  in  this  case  he  employs  his  chest 
voice,  reserving  exclusively  the  mixed  notes  and  head 
notes  for  half-effect  and  for  tender  accents.  Another — 
whose  tenor  is  of  that  kind  formally  called  in  France 
h'luie-rontrc,  —  will  have  no  fear  of  high  notes,  which  he 
will  take  in  chest  voice  without  preparation  and  without 
danger. 

The  first  soprano  voice  is  rather  less  difficult  to  treat 
than  the  first  tenor:  its  head  notes  are  scarcely  different 
from  the  rest  of  the  voice.  Still,  it  is  well  to  know  the 
singer  for  whom  one  writes,  on  account  of  the  inequali- 
ties in  certain  sopranos;  of  which  some  are  vague  and 
dim  in  the  medium,  or  in  the  lower  part,  thus  compell- 
ing the  composer  to  select  the  registers  carefully  upon 
which  he  places  the  predominant  notes  of  his  melody. 
Mezzo-soprano  (second  sopranos)  and  contralto  voices, 
are  generally  more  homogeneous,  more  equal,  and  con- 
sequently more  easy  to  employ.  Nevertheless, "  care 
should  be  taken,  for  both  of  them,  not  to  place  many 
words  on  those  phrases  occurring  high;  the  articulation 
of  syllables  then  becoming  very  difficult,  and  sometimes 
impossible. 
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The  most  convenient  voice,  is  evidently  the  bass,  on 
account  of  its  simplicity.  Head  notes,  being  banished 
from  its  list,  there  need  be  no  anxiety  as  to  the  changes 
of  its  quality;  and  the  choice  of  syllables  becomes  also— 
on  this  very  account  —  less  important.  Every  singer 
■who  assumes  to  be  gifted  with  a  true  bass  voice,  ought 
to  be  able  to  sing  all  reasonably  written  music,  from  the 
low  G  to  the  El  above  the  stave.  Some  voices  descend 
much  lower  —  like  that  of  Levasseur,  who  can  sing  the 
low  E?  and  even  the  D;  others, — lilce  that  of  Alizard, — 
can  rise  without  losing  any  of  the  purity  of  their  quality, 
up  to  the  Fit,  and  even  to  the  G;  but  these  are  excep- 
tions. On  the  otlier  side, — voices  which,  without  going 
up  to  the  higli  Ei,  cannot  make  themselves  heard  below 
the  C  (within  the  stave),  are  but  incomplete  voices, — 
fragments  of  voices,  of  which  it  is  difBcult  to  make  use, 
whatever  may  be  their  power  or  their  beauty.  Bari- 
tones are  of  ten  in  this  condition;  they  are  very  limited 
voices,  singing  almost  always  within  a  single  octave 
(from  the  middle  Ey  to  the  Ej)  above),  which  places  the 
composer  in  the  predicament  of  being  unable  to  avoid  an 
awkward  monotony. 

The  excellence  or  mediocrity  of  vocal  execution  in 
choral  bodies,  or  in  solo-singers,  depend  not  only  on  the 
art  with  which  the  registers  of  the  voices  are  chosen,  on 
that  with  which  means  are  contrived  for  them  to  take 


breath,  or  on  the  words  given  them  to  sing,  but  also  very 
much  on  the  manner  in  which  composers  dispose  their 
accompaniments.  Some  overwhelm  the  voices  by  an 
instrumental  uproar  which  might  be  of  very  happy  effect 
either  before  or  after  the  vocal  phrase,  but  not  while  the 
singers  are  endeavoring  to  make  it  heard;  others,  with- 
out burdening  the  orchestra  beyond  measure,  take 
delight  in  displaying  some  particular  instrument,  which, 
performing  passages,  or  an  elaborate  strain,  during  an 
air,  distracts  the  hearer's  attention  from  the  main  point, 
and  annoys,  embarrasses,  and  vexes  tlie  singer,  instead 
of  aiding  and  supporting  him.  We  do  not  mean  that 
simplicity  of  accompaniment  should  be  carried  to  sucli 
an  excess  as  to  preclude  orchestral  design,  where  the 
expression  is  eloquent,  and  the  musical  interest  really 
maintained;  particularly  when  it  is  interspersed  with 
brief  rests  which  give  a  little  rhythmical  latitude  to  the 
vocal  movements,  and  do  not  necessitate  a  rapid  metro- 
uomical  exactitude  in  the  bar.  Thus,  —  whatever  may 
be  said  by  several  great  artists  —  the  plaintive  design  of 
the  violoncellos,  in  that  pathetic  air  of  the  last  act  of 
Rossini's  Gaillaume  Tell:  "Sols  immobile,"  is  of  touching 
and  admirable  effect;  it  renders  the  idea  of  the  piece 
complex,  undoubtedly;  but  without  fettering  the  air,  of 
which,  on  the  contrary,  it  enhances  the  affecting  and 
sublime  expression. 
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A  single  instrument  playing  in  the  orchestra  some  well- 
designed  phrase  like  a  vocal  melody,  and  forming  with 
it  a  sort  of  duet,  is  also  very  often  of  excellent  effect. 
The  horn  solo  in  the  second  act  of  Spontini's  La  VesteUe, 
which  murmurs  in  duet  with  Julia's  sorrowfully  impas- 
sioned air:  "Toique  j'implore,"  gives  added  intensity 
to  the  accent  of  the  vocal  part;  the  mysterious  quality 
of  tone — vpil-^r)  and  somewhat  painful  —  of  the  horn  in 


F  was  never  more  ingeniously  or  more  dramatically 
employed. 

The  same  thing  applies  to  Rachael's  cavatina,  accom- 
panied by  a  solo  on  the  corno  inglese,  in  the  second  act 
of  Halevy's  Juive.  The  feeble  and  touching  voice  of  the 
instrument  mingles  incomparably  well  in  this  scene  with 
the  supplicating  voice  of  the  young  girl. 
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As  for  single  instruments  that  perform  passages,  ar- 
pesgios,  or  variations,  during  a  strain  of  song,  tliey  are. 
I  repeat,  of  sucli  inconvenience  for  the  singer,  as  well  as 
for  the  hearers,  that  it.  requires  extreme  art  and  evident 
appropriateness  to  render  them  tolerable.  I  own,  at  least, 
that  with  thesingle  exception  of  the  viola  solo  in  Annette's 
ballad,  in  the  third  act  of  the  Frei/srhibz.  they  have  always 
appeared  to  me  insufferable.  It  is  seldom  good  likewise 
— notwithstanding  the  example  set  by  Mozart,  tJliick, 
the  majority  of  masters  of  the  ancient  school,  and  soin(! 
composers  of  the  modern  school — to  double  in  the  octave 
or  unison  the  vocal  part  by  an  instrument,  particularly 
In  an  Am/ante.  It  is  almost  always  useless,  the  voice 
sufficing  well  for  the  enunciation   of  a  melody;  it  is 


rarely  agreealile.  the  inflexions  of  singing,  the  delicacies 
of  expression,  the  delioatt!  gradations,  I)eingmore  or  less 
overborni!  or  dimmed  by  the  juxtaposition  of  this  other 
melodial  part ;  and,  lastly,  it  is  fatiguing  for  the  singer, 
who.  if  be  be  clever,  will  deliver  a  fitie  air  all  the  better, 
for  its  b(;ing  left  entirely  to  him  to  execute  alone 

In  choruses,  or  in  grand  tutti  pieces,  it,  is  sometimes 
the  fashion  to  form  a  sort  of  vocal  orchestra;  one  portion 
of  the  assembled  body  theti  assucnes  the  shape  of  instru- 
mental style,  to  execute  beneath  tlie  song,  accompani- 
ments measured  and  designed  in  various  manners.  It 
almost  always  produces  chariniiiLr  effects.  Witness  the 
chorus  during  the  dance  in  the  third  act  of  Guiltaumt 
n//:— "Toi  que,  Ac." 
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Here  occurs  a  good  opportunity  to  point  out  to  com- 
posers, that  in  choruses  accompanied  by  instruments, 
the  harmony  of  the  voices  should  be  correct,  and  treated 
as  if  they  were  alone.  The  various  qualities  of  tone  of 
the  orchestra  are  too  dissimilar  from  the  vocal  qualities, 
to  fulfil  towa'ds  them  the  office  of  a  bass  harmony,  with- 
out which  certain  successions  of  cliords  become  defective. 
Thus  Gluck,  who  in  his  wo^ks.  often  employed  pro'^res- 
sions  of  thirds  and  sixths  ia  three  parts,  has  made  use 
of  them  even  in  his  priestess  choruses  of  Iphiijenia  in 
Tauridc,  which  are  soprano  choruses  written  in  two  parts 
only.  It  is  known  that  in  these  harmonial  successions, 
the  second  part  occurs  at  a  fourth  beneath  the  first  part; 
the  effect  of  these  scries  of  fourths  is  softened  only  by 
that  of  the  bass  written  a  third  below  the  intermediate 
part,  and  a  sixth  below  the  upper  part.  Now,  in  the 
choruses  of  Gluck  just  alluded  to,  the  women's  voices 
executing  the  two  high  pans  are  therefore  written  in 
Buccessions  of  fourths;  the  low  part  which  completes  the 
chords  and  renders  them  harmonious  is  given  to  the  in- 


strumental basses,  the  sound  of  which  differs  essentially 
from  that  ef  the  sopranos,  and  is  moreover  too  distant 
frotn  tliem,  by  the  extreme  depth  and  point  of  departure. 
Hence  it  follows,  that  instead  of  sounding  consonant 
chords,  the  voices  isolated  on  the  stage  and  remote  from 
the  orchestra,  give  out  series  of  fourths  rendered  disso- 
nant, or,  at  least,  extremely  harsh,  by  the  apparent  absence 
of  the  sixth 

If  the  harshness  of  the  successions  be  of  dramatic  effect 
in  the  chorus  of  the  first  act  of  the  opera  in  question,  "O 
songe  affieux.  &c.,"  it  is  not  so  when  the  priestesses  of 
Diana  come  (in  the  fourth  act)  to  sing  the  hymn,  of  a 
colouring  so  antique  and  so  fine,  however  :  "  Chaste  fille 
de  Latoue '"  We  must  bear  in  mind  that  here,  purity  of 
harmony  was  absolutely  indispensable.  The  series  of 
fourths  here  to  be  found,  left  revealed  in  the  voices,  are 
then  an  error  of  Gluck's;  an  error  which  would  disap- 
pear, were  a  third  vocal  part  added,  beneath  the  second, 
at  an  octave  above  the  basses  of  the  orchestra. 
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No.  S7. 


Slow. 


M  VloUoa. 


SDd  YlolinB. 


Tlolas. 


EMitboy. 


Clarinet*. 


IdBopnno.   I 


Snd  Boprmno. 


Baaaooiu. 


Basses. 


ie; 


-/2- 


=^=?t 


"pp 


t=-- 


^jfeE^I 


igli= 


Ipliigeiiia  in  Tauride.  —  GlUCK. 


m- — m — r- — -ii- 


#?^Ed=iS: 


— I + lip — I—  - 


/'P 


rp 


Col  Vno.  2clo. 


L_p L| y_| P-I-t- #— #J- 


ii_i2_  ■__X  _— — — — ^^ 


3^EE^=feE* 


pp' 


'^"^^^^^^^^EB". 


t$—-^ — ft—^^ 


O    dreadful   dream !  nigbt  fraught  with  an-guish !      what  des  -  pair!       O  what  inor  -  tal    dread!  is  their 
O      songe  affreux  nuit     ejfroy   ■   a  •   hie  6      dou  ■  leur  0     mor-tel      effroi        ton  cour- 


O    dreadful  dream!  night  frauoht  with  an-guish  !      what  des  -  pair!       O  what  mor- tal     dread!  is  their 
O      songe  affreux  nuit     effroy  -   a  -  hie  6      dou  -  leur  O   mor-tel      effroi  ton  cour- 

Col  Basso. 
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Col  Vno.  Imo. 


^lliili^fel 


-f— .»+-^ 


■?— h— h— hi— -*-- 


^l^j^H^ 


Col  Vno.  2do. 


^l^i^i^j 


tfT- 
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^is^^li^^j^f^a 


an  -  ger  stUI  un  -  ap-peas  -  ed  ? 
-    roux  est     il      im-placa  -  hie 


O  hear  our  pray'r.ye  Gods  re-gard   our  cry, 
entends  noa  cris     o   cicl    ap-pai  -  se   toi 


ye    Gods    re  -  gard  our     cry, 
0      ciet     ap  -  pai  -  se      toi. 


9^-^^ 


^agii^i^^^ni-^i^irj 


an  -  ger  still  un  -  ap-peas  -  ed  ? 
roux   est     il      im-pla-ca  -  hie 


O  hear  our  pray'r,ye  Gods  re-gard  our  cry, 
entends  nos  cris     o   del    ap-pai  ■  se   toi 


ye    Gods    ro  -  gard  our     cry. 
o      del     ap  -  pai  -  se     toi. 
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OUrinet. 
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Viola. 
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lit  Soprano. 


tnd  Soprano.  \ 
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a     S.  f^ol  Viio.  lino. 


Iphigenia  in  Tan  ride. — GltiCK. 
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Daughter  chaste  of  dread    La    -     to  -  na, 
Ckas  -  te       Jit    -    h      de        La    -     to  -  ne, 


Lend    gracious   ear     to   our     songs, 
PrS  ■     te    I'o  ■  reille      d  not     chants, 


«? s^^-s>- 


m 


ZSl-. 


3=i=jbi: 


M^m^^^^^ 


Daughter  chaste  of  dread     La    -     to    -  na, 
Chas  -  te       fil    •    le      de       La    -     to    -  ne, 


Lend    gracious  ear     to  our     songs, 
Fri   -      te     I'o  -  reille      a  nos     chanti. 


m*=B^ 


i^ 


=l=:1r 


-^—-Sh- 
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^}^J 
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=iE^i^3^£ijrl^^j3li^ 


:t^ii^rl 


May      our    vows,    with     in  -  cense    sweet       as    -    cend    -    ing,  reach    un-to        thy throne. 

Que        nos     vmux      que     notre      en    •  cens        s'e    -    li     -    -    vent    jus    -  qu'A  son        trd    •    -     -     ne. 


— s^ 


-^ 


-^—S 


-& — ^— •-- 1  — ig' 


11 


May      our    vows,    with      in  -  cense    sweet       as    -    cend    -    ing,  reach    un-to        thy throne. 

Que        nos     vwux      que     notre      en    ■  cens         s'S    -    le     -    -    rent    jus    ■  qu'cl  son        trd    -    -     -      ne. 
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Here    'lis    thou       a    -    lone    we      wor  -  ship,     Through  the     land      thy       name      re  -  sounds. 
et       I'on        t'of  -  fre        le         aeul      cul   -   te,  re    -    ve    -    re       dans        ces         cli  ■  mats. 


' — it         \^  v-^ — I 


--^- 

-^-r 


-<9- 


^ij 


Here    'lis    thou       a    -    lone    we      wor  -  ship,     Through  the     land     thj-       name      re  -  sounds. 
et        I'on        t'of  ■  fre       le        seul      cul   -   te,  r<    •    ve    •    re       dans        ves         di  -  mats. 


The  system  of  choruses  of  men's  voices  in  unison, 
introduced  into  h-umaiic  music  by  the  modern  Italian 
school,  gives  occasionally  some  fine  results;  but  it  must 
be  allowed,  that  it  has  been  greatly  abused,  and  that  if 
some  masters  still  adhere  to  it,  it  rs  solely  because  it  fa- 
vors tlieir  idleness,  and  lends  itself  more  conveniently  to 
certain  choral  companies  ill  fitted  for  rendering  well  a 
piece  in  several  parts. 

Double  choruses  are,  on  the  contrary,  of  a  richness  and 
pomp  quite  remarkable;  they  are  certainly  not  hackneyed 
now-a-days.  They  are  for  our  expeditious  musicians — 
both  composers,  and  performers, — too  long  to  write  and 
to  learn.  To  say  the  truth,  the  ancient  authors  who 
made  the  most  frequent  use  of  them,  generally  composed 
merely  two  phrasing  choruses,  in  four  parts;  choruses  in 
eight  real  continuous  parts,  are  rather  rare — even  in  their 
works.  There  are  compositions  for  three  choirs.  When 
the  idea  they  have  to  render  is  worthy  of  so  magnificent 
an  investiture,  such  bodies  of  voices,  thus  divided  into 
twelve,  or  at  least  nine  real  parts,  produce  those  impres- 
sions, the  memory  of  which  is  iaeSaceable,  and  which 
cause  grand  choral  music  to  rank  as  the  highest  among 
arts. 

INSTRDMENT3   OF   PeBCUSSION 

They  are  of  two  kinds:  the  first  comprises  instruments 
of  decided  sound,  and  musically  appreciable;  and  the 
second  those  of  which  the  less  musical  .sound  can  be 
ranked  only  among  noises  destined  to  produce  special 
effects,  or  to  the  colorkathn  of  the  rhythm. 

Kettle-drums,  bells,  the  glockenspiel,  the  keyed  har- 
monica, small  ancient  cymbals,  have  decided  sounds.?^!. 

The  long  drum,  the  side-drum,  the  drum,  the  tambour 
basque  for  tambouritie),  the  common  cymbals,   the  tani-  i 


tam,  the  triangle,  the  pavilion  chinois,  are  in  a  contrary 
case,  and  merely  make  noises  variously  characterised. 

Ketll  c-Lhums. 

Of  all  the  instruments  of  percussion,  kettle-drums  ap- 
pear to  me  to  be  the  most  valuable;  at  least  it  is  that  in 
most  general  use,  and  the  one  from  which  modern  com- 
posers have  derived  the  most  picturesque  and  dramatic 
effects.  Ancient  masters  used  it  only  to  strike  the  tonic 
and  the  dominant  on  a  rhythm  more  or  less  common,  in 
pieces  of  a  brilliant  character,  or  of  warlike  import;  and 
therefore  almost  always  combined  them  with  trumpets. 

In  the  majoritv  of  present  orchestras  there  are  but  two 
kettle-drums,  tlie  larger  of  which  is  used  for  the  lowest 
sound. 

The  custom  is  to  give  them  the  first  and  the  fifth  note 
of  the  key  in  which  the  piece  is  written  where  they  are 
to  figure.     Some  masters  had  the  habit,  not  many  years 

ago,  of  invariably  writing  ^ir^       '' 


a 


for    the   kettle- 


drums; contenting  themselves' with  indicating  at  the 
commencement  the  real  sounds  that  these  notes  were  to 
represent;  so  that,  they  wrote  thus: — Kettle-drums  in  />; 

thence  making  G  C  signify  ^  ■  -Z|~ ^^3] ;— Kettle-drums 


in  G,  and  then  G  C  meant   r^>_^ — HI  J 

nsl 
kel 


These  two  exam- 


ples will  suffice  to  demonstrate  the  vices  of  such  a  sys- 
tem.     The  compass  of  kettledrums  is  one  octave,  from 


mm 


to  ^.^_^:j:|  ;  that  is  to  say,  by  means  of  the 
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screws  which  compress  the  circumference — called  the 
brace— of  each  kettle-drum,  and  which  augment  or 
diminish  the  tension  of  the  parchment,  the  low  kettle- 
drum can  be  tuned  in  the  following  keys: — 


^^— i3=^3=i=g^t!^~^~l 


=1= 


and  the  higli  kettle-drum  in  these : — 


-5*- 


E 


Now,  supposing  that  kettle-drums  are  intended  to 
sound  only  the  tonic  and  the  dominant,  it  is  very  evi- 
dent that  the  dominant  will  not  occupy  in  all  keys  the 
same  relative  position  witli  the  tonic ;  and  that  kettle- 
drums should  therefore  be  tuned  sometimes  in  fifth, 
sometimes  in  fourth.  In  the  key  of  C,  tliey  will  be 
in  fourth,   the  dominant  necessarily  occurring  below, 

since  there  is  no  high  G  (although  there 

might  be  one) ;  and  it  will  be  the  same  in  D2,  in  -Dtf,  in 
E]2,  and  in  ^jj.  But  in  B\Z,  the  composer  is  at  liberty  to 
have  his  drums  tuned  in  fifth  or  in  fourth,  and  to  place 
the  tonic  above  or  below,  since  lie  lias  two  Fs  at  liis 


disposal.      Tuning  in  fourth 


,^ 


^-- 


^■=t^ 


will   be 


dull,  the  parchment  of  the  two  kettle-drums  being  then 
very  little  strained ;  the  F,  particularly,  will  be  vapid  and 

of   bad  quality.     Tuning  in   fifth, 

comes  sonorous  from  the  opposite  reason.     It  is  the 
same  with  kettle-drums  in  i'"]},   wliicli  may  be  tuned 

in   two   ways;    in  fifth,  9^ 1 g — i  or  in  fourth, 


^'     el      ;       1    In  the  keys  of  G,  Ak,  and  -4|3,  on  the 

contrary,  the  tuning  must  be  in  fifth,  because  there  is 
no  low  U.  E2,  or  E]3.  There  is  no  need,  it  is  true,  to 
mention  in  this  case  the  tuning  in  fifth,  since  the  drum- 
player  will  be  obliged  to  adopt  it;  but  is  it  not  absurd 
to  write  movements  of  fourth,  when  the  performer  is  to 
play  movements  of  fifth;  and  to  present  to  the  eye  as 
the  lowest  note,  that  wliich,  to  the  ear,  is  the  highest? 
And  vice-versa. 


Kettlo-drums  *^- 
iuA[j.      2z: 


mmi 


-\fd — li — gi— H 


The  principal  cause  of  this  strange  custom  of  treating 
the  kettle-drum  as  a  transposing  instrument,  was  doubt- 
less from  the  idea  which  all  composers  had  taken  up, 
that  kettle-drums  ought  only  to  give  tlie  tonic  and  tlie 
dominant;  but  when  it  became  apparent  that  it  was 
frequently  useful  to  give  them  other  notes  to  play,  it 
became  evidently  necessary  to  write  the  real  sounds. 
Accordingly,  kettle-drums  are  now  tuned  in  all  sorts  of 
ways, — in  minor  third  or  major,  in  second,  in  fourth 
true  or  augmented,  in  fifth,  in  sixtli,  in  seventh,  and  in 
octave.     Beethoven  has  drawn  charming  effects  from 


the  tuning  in  octave 


F  F,^ 


;j- 


his    eighth 


Symphony,  and  in  his  ninth  (choral).  Composers  have 
complained  for  many  years  of  the  vexatious  necessity 
in  which  they  found  themselves — for  want  of  a  third 
sound  in  kettle-drums — of  never  employing  this  instru- 
ment in  chords  of   which  either  of   these  two  notes 


formed  a  portion;  they  never  asked  themselves  whether 
a  single  drummer  might  not  play  upon  three  drums.  At 
length,  one  fine  day,  the  drum-player  at  the  Paris  opera, 
liaving  shown  that  the  thing  was  easy,  they  ventured  to 
try  this  audacious  innovation;  and  since  then,  the  com- 
posers who  write  for  the  opera  have  at  their  disposal 
three  kettle-drum  notes.  It  required  seventy  years  to 
reach  this  point!  It  will  be  still  better,  evidently,  to 
have  two  pair  of  kettle-drums  and  two  drummers ;  and 
this  method  has  been  pursued  in  tlie  orchestration  of 
several  modern  symphonies.  But  progress  does  not 
march  so  rapidly  in  theatres ;  and  it  will  take  some  score 
of  years  there  to  attain  this. 


As  many  drummers  as  drums  may  be  employed  in  the 
orchestra,  so  as  to  produce  at  pleasure,  according  to  their 
number,  rolls,  measured  passages,  and  simple  chords,  in 
two,  ttiree,  or  four  parts.    With  two  pairs,  if  one  be 


tuned  in  A'll  Ek,  -  "  J]      (  — 1  ^^^  instance,   and  the 

other  in  C  F,  -^^s)  }  1  there  may,  with  four  drum- 
mers, be  played  the  following  chords  in  two,  three,  and 
four  parts : — 


Drums  in  O  F : 
Two  drummers. 


,J__C-C-t- 


Drums  In  ^  bj.EJj;  3izrt 
Two  drummers.  bJ 


7/S      fS 


t-s*^^ 


0    $ 


without  reckoning  the 
enharmonlcs,  as: — 


I 


W^^ 


to  produce,  in  the  key 
of  Dl2  minor,  tlie 
chord : — 


Or   this    one,    in    C}f 


9^: 


-s*- 


^ 


s^^ 


iii^ 


§i^e 


^- 


and  tlie  advantage  of  having  at  least  one  note  to  place 
in  almost  all  the  chords  which  are  not  too  remote  from 
the  principal  key.  It  is  in  order  thus  to  obtain  a  certain 
number  of  chords  in  three,  four  and  five  parts,  more  or 
less  doubled,  and  moreover  a  striking  effect  of  very  close 
rolls,  that  I  have  employed  in  my  grand  requiem  mass 
eiglit  pairs  of  drums  tuned  in  different  ways,  and  ten 
drum-players. 
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We  said  just  now  that  kettle-drums  have  but  one 
octave  compass;  the  diflBculty  of  getting  a  parchment 
suflScientiy  large  to  cover  a  vessel  larger  tlian  that  of  the 
great  bass  kettle-drum,  is  perhaps  the  reason  which  pre- 
vents obtaining  sounds  lower  than  the  F.  But  this  does 
not  hold  good  wiili  regard  to  the  liigh  kettle-drums:  as- 
suredly, by  diminishing  the  size  of  tlie  metallic  vessel, 
it  would  be  easy  to  obtain  the  high  G,  A,  and  B'ty.  These 
small  kettle-drums  might  be.  on  numerous  occasions,  of 
the  happiest  effect.  Formerly,  drum-players  were  hardly 
ever  obliged  to  change  the  tuning  of  (heir  instrument  in 
the  course  of  apiece;  but  now,  composers  do  not  hesi- 
tate to  subject  the  tuning,  during  a  very  short  space  of 
time,  to  a  tolerably  large  number  of  modifications.  They 
might  be  the  rather  spared  the  employment  of  this 
means — which  is  troublesome  and  difficult  for  the  per- 
former— if  there  were,  in  all  orchestras,  two  pairs  of 
kettle-drums,  and  two  drummers;  at  any  rate,  when  re- 
course is  liad  to  il,  care  should  be  taken  in  the  first  place 
to  give  the  drum-player  a  number  of  rests  proportioned 
to  the  importance  of  the  change  demanded  from  him,  so 
that  he  shall  have  time  to  effect  it  conveniently;  in  this 
case,  also,  there  should  be  indication,  at  each"  new  dis- 
posal of  the  chord,  nearest  to  that  which  is  quitted. 

For  example,    if    the    kettle-drums    being    in   A   E, 


9fc 


i\ 


— f^Hi  it  be  wished  to  go  into  the  key  of  B'^,  it 


would  be  an  egregious  piece  of  awkwardness  to  indicate 
the  new  chord  in  F  B'o  (fourth^,  ^ 


which  com- 


pels the  l2tting  down  of  a  third  the  low  kettle-drum, 
and  of  an  augmented  fourth  the  high  kettle-drum,  when 


the  chord  fib  ^(fif til) 


■11133 


merely  requires,  on 


the  contrary,  the  raising  of  a  half  tone  for  the  two  ket- 
tle-drums. It  may  easily  be  conceived,  besides,  how  dif- 
ficult it  is  for  the  drum-player  to  give  precisely  true  a 
new  tuning  to  his  instrument,  obliged  as  he  is  to  turn  the 
keys  or  screws  compressing  the  brace,  during  the  per- 


formance of  a  piece  full  of  modulations ;  which  may  make 
him  sound  the  key  of  fi|jj  major  at  the  very  moment 
when  he  is  seeking  the  key  of  C  or  the  key  of  F.  Thia 
proves,  that  independently  of  the  particular  talent  which 
the  drummer  should  possess  in  the  manipulation  of  hia 
drumsticks,  he  ought  to  be  moreover  an  excellent  musi- 
cian,  and  endowed  with  an  ear  of  extreme  delicacy;  and 
this  is  why  good  drum-players  are  so  rare. 

There  are  three  kinds  of  drumsticks;  the  use  of  which 
so  changes  the  nature  of  the  drum's  sound,  that  it  is 
worse  than  negligence  on  the  part  of  composers,  if  they 
fail  to  indicate  in  their  scores  the  kind  which  they  desire 
the  performer  to  use. 

IJi-umsticks  with  wooden  ends  produce  a  harsh,  dry,  hard 
sound  ;  scarcely  good  for  anything  but  to  strike  a  violent 
blow,  or  to  accompany  a  great  noise  of  the  orchestra. 

Drumsticks  with  wooden  ends  covered  with  leather  are  less 
hard;  they  produce  a  sound  less  striking  than  the  pre- 
ceding, but  still  very  dry  nevertheless.  In  numerous 
orchestras  these  drumsticks  alone  are  used;  which  is  a 
great  pity. 

Drumsticks  with  ends  made  of  sponge  are  the  best;  and 
are  those  of  which  the  use— more  musical,  and  less  noisy 
— should  be  more  frequent.  They  give  to  the  kettle- 
drum a  grave  velvety  quality  of  tone,  which,  making  the 
sounds  very  neat,  renders  therefore  the  tuning  very  dis- 
tinct, and  suits  a  large  number  of  gradations  soft  or  loud 
in  execution,  in  which  the  other  drumsticks  would  pro- 
duce a  detestable  effect — or  at  least,  an  insufficient  one. 

Whenever  tlie  object  is  to  play  mysterious  sounds 
dimly  menacing, — even  in  a  forte — recourse  sliould  be 
had  to  the  drumsticks  with  sponge  ends.  Moreover,  as 
the  elacticity  of  the  sponge  aids  the  rebound  of  the  drum- 
stick, the  player  need  only  touch  the  parchment  of  the 
kettle-drums  to  obtain,  in  pianissimo,  delicate  rojis,  very 
soft  and  very  close.  Beethoven,  in  his  Symphonies  in 
fijj  and  in  C  minor,  has  deduced  from  the  pianissimo  of 
the  kettle-drums  a  marvellous  effect;  and  these  admira- 
ble  passages  lose  much  by  being  played  with  drumsticks 
without  sponge  ends, — altliough  the  author  in  his  scores 
has  specified  nothing  on  this  point. 
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In  the  works  of  theaiicipnt  masters  especially,  there  is 
frequently  found  this  indication: — Kettledrums  mufflid 
or  covered.  It  signifies,  that  the  parchment  of  the  instru- 
ment is  to  be  covered  with  a  piece  of  cloth;  the  effect  of 
which  is  to  deaden  the  sound,  and  to  render  it  extremely 
lugubrious.  The  drumsticks  with  sponge  ends  are  still 
preferable  to  the  othejs  in  a  like  case.  It  is  sometimes 
well  to  designate  the  notes  that  the  drummer  should  play 
xBith  two  drumsticks  at  once,  or  with  a  single  drumslitk. 


^e^-- 


:q— 


^o 


^B 


The  nature  of  the  rhythm,  and  the  place  of  the  loud 
accents  should  decide  the  choice. 

The  sound  of  keitle-druins  is  not  very  low:  it  is  played 
as  it  is  written  on  tlie  P  clef,  in  unison   with  the  corre- 
sponding notes  on  the  violoncellos,  consequently,  ami  not 
ma  octave  below,  as  some  musicians  have  supposed. 
Bells. 

They  have  been  introduced  into  instrumentation  f  t 


the  production  of  effects  more  dramatic  than  musical. 
The  quality  of  low  bells  is  appropriate  only  to  solemn  -r 
pathetic  scenes:  that  of  high  bells,  on  the  contrary,  gives 
rise  to  more  serene  inipressi<ms:  they  have  something  rus- 
tic and  simple  about  them,  which  renders  them  particu- 
larly suitable  to  religious  scenes  of  rural  life.  This  is 
why  Rossini  has    employed    a    little  bell    in    high    G, 


1 


to  accompany  the  graceful  chorus  in  the  sec- 


"'M^^fl 


ond  act  oiGuilbmnie  Tell,  of  which  the  burden  is  "  voici  la 
nuit;"  while  Meyerbeer  has  had  recourse  to  a  bell  in  low 

to  give  the  signal  for  the  massacre  of  the 

Huguenots,  in  the  fourth  act  of  the  opera  of  that  name, 
lie  has  taken  care  moreover,  to  make  of  this  F,  the 
(limiiushed  lifth  of  the  B^J  struck  below  by  the  bassoons; 
and  wlpch  aidi'd  by  the  low  notes  of  two  clarinets  (in  A 
and  in  By',  give  it  that  sinister  quality  <>f  tone  which 
awakens  the  terror  and  alarm  pervading  this  immortal 
scene 
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Especially  iu  military  music,  t'eiicitous  effects  are  ob- 
tained from  a  series  of  very  small  bells  (similar  in  quality 
to  chimney-clocks)  fixed  oae  above  another  on  a  frame 
of  iron,  to  the  iiumber  of  eight  or  ten,  and  ran<;cd  dia- 
tonically  in  the  order  of  their  size:  the  highest  note 
naturally  comes  at  the  summit  of  the  pyramid,  and  the 
deeper  ones  lowest.  These  kind  of  chimes,  made  to 
vibrate  by  a  little  hammer,  can  execute  melodies  of 
measured  rapidity,  and  of  small  extent  of  compass.  They 
are  made  in  different  scales.     The  highest  are  the  best. 

The  Glockenspiel. 
Mozart  has  written,  in  his  opera  of  the  Magic  Flute, 
ail  important  part  for  a  keyed  instrument  that  he  calls 
Glockenspiel  (set  of  bells),  composed  doubtless  of  a  great 
number  of  very  small  bells,  arranged  in  such  a  manner 
as  to  be  put  in  vibration  by  a  mechanism  of  keys.  He 
gave  it  the  following  compass;  and  wrote  it  upon  two 
lines  and  two  clefs,  like  the  pianoforte: — 

No. 

Ail'Juiile, 


With  all  the  chromatic  ioterrals. 


When  they  got  up  at  the  Paris  opera  the  imperfect 
Pasticcio,  known  under  the  name  of  the  Mi/sieiie.i  of  his^ 
in  which  was  introduced — more  or  less  disfigured — a 
portion  of  the  music  in  the  ilitijn-  Flnir,  they  had  made, 
for  the  glockensi)iel  piece,  a  little  instrument,  the  liani- 
mers  of  which,  instead  of  striking  on  bells,  struck  upon 
bars  of  steel.  The  sound  is  produced  an  octave  above 
the  written  notes;  it  is  sweet,  mysterious,  and  of  extreme 
delicacy.  It  adapts  itself  to  tlu^  most  rapid  inovi^inents; 
and  is  incomparably  bi!tter  th.m  that  of  little  l)ells'. 
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77ie  Kfi/ed  Uariiioiiica, 
Is  ail  instrument  of  the  same  kind  as  the  preceding;  tlie 
hammers  striking  upon  plates  of  glass.  Its  quality  of 
tone,  is  of  an  incomparably  voluptuous  delicacy;  of 
which  frequently  the  most  poetical  application  might  l)e 
made  Like  that  of  tlie  key  board  of  steel  bars  I  have 
just  mentioned,  its  sonorousness  is  extrem'^ly  weak; 
wliich  should  be  kept  in  mind,  when  as-^ociatint;  it  with 
otlier  instrunit-nts  of  the  orchestra.  The  least  loud 
accent  of  ilw.  violins  alone,  would  surfice  to  cover  it 
entirely.  It  would  blend  better  with  light  accompani- 
ments of  pizsini/o,  or  harmoiucs;  and  with  some  very 
soft  middle  notes  of  the  flutes. 

The  sound  of  the  keyed  Harmonica  comes  out  as  it  is 
written.     It  can  hardly  be  given  more  than  two  octaves; 


Ancieat  Ci/inhah, 

They  are  very  small;  and  their  sound  becomes  liigher, 
in  proportion  as  they  are  thicker  and  less  in  size.  I  have 
seen  some  in  tlie  Pompeian  Museum  at  Naples,  which 
were  no  larger  than  a  dollar.  The  sound  of  those  is  so 
high,  and  so  weak,  that  it  could  luirdly  be  distinguished 
without  a  coniplet''  silence  of  t'*'  "  '  '— '""ments. 
These  cymbals  served,  in  ane'^nt  times,  to  im»..""  *be 
rhythm  of  certain  dances, — liKe  our  modern  nastamr 
doubtless. 

Tn  the  fairy-like  scherzo  of  my  Konieo  and  Juliet  Sym- 
phony, I  have  employed  two  pairs,  of  the  dimension  of 
the  largest  of  the  Pompeian  cymbals;  that  is  to  say, 
rather  less  than  the  size  of  the  )\and,  and  tuned  at  a 
fifth  one  with  the   other.     The   lowest  gi\  ;s   tiiis  B!?, 


all  the  notes  beyond  the  highE, 


being 


scarc'ly  perceptible,  and  those  beyond  the  low  D, 
3l;  11  having  but  a  very  poor  tone,  and  still  more 

weak  than  the  rest  of  the  scale.  This  defect  in  the  low 
notes  might  perhaps  be  remedied  by  giving  them  glass 
plates  of  greater  thickness  than  the  others.  Pianoforte- 
makers  are  the  usual  manufacturers  of  this  delicious 
and  too  little  known  instrument.  It  is  written,  like  the 
preceding,  on  two  lines  and  two  G  clefs. 

It  is  needless  to  add,  that  the  mechanism  of  execution 
on  these  two  little  key-boards,  is  exactly  the  same  as 
that  of  the  piann-forte;  and  that  all  the  passatjes,  arpeg- 
gios, and  chords  may  be  written  for  them,  in  their  respec- 
tive compass,  which  would  be  written  for  a  very  small 
pianoforte. 


l2*- 


M 


and  the  highest  this  F, 


To  make 


them  vibrate  well,  the  player  should — in9«'eadof  striking 
the  cymbals  full  one  aijainst  the  other — strike  them 
merely  l)y  one  of  their  edges.  Bell-foundtrs  can  all 
manufacture  these  small  cymbals;  which  are  first  cast 
in  brass  or  copper,  and  then  turned,  to  bring  them  into 
the  <lesired  key.  They  should  be  of  at  !<>ast  three  lines 
an<l  a  half  in  thickness.  This  is  also  a  delicate  instru- 
tnent  of  the  nature  of  the  keyed  hormonica;  but  its 
sound  is  louder,  and  can  easily  be  heard  through  a  large 
orchestra  playing  eilhev  piano  or  inczzi)  furir. 

The  Long  Drum. 
.\niong  the  instruments  of  percussion,  with  an  indefi- 
nite sound,  assuredly  the  long  drum  is  the  one  which 
has  caused  the  greatest  ravages,  and  induced  the  largest 
amount  of  nonsense  and   barbarism,  in  modern  music. 
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None  of  the  great  masters  of  the  last  ajje  thotight  of 
introducing  it  into  the  orchestra.  Spontiiii  was  the  first 
to  let  it  be  heard,  in  his  triumphal  march,  in  die  Vestak; 
and  a  little  later  on,  in  some  pieces  of  his  Frnnmd  Cor- 
tez:  there,  it  was  well  placed.  But  to  write  it  as  it  has 
been  written  for  fifteen  years  past,  in  all  full  pieces,  in 
all  finales,  in  the  slightest  chorus,  in  dance-tunes,  even 
in  cavalinas — is  the  height  of  folly;  and  (to  call  things 
by  their  right  names)  of  hrutestupidity:  and  the  rather, 
because  composers,  in  general,  have  not  even  the  excuse 
of  an  original  rhythm,  which  they  might  be  supposed  to 
have  wished  to  display  and  render  i)redominant  overtlie 
accessory  rhythm; — nothing  of  the  kind;  they  strike 
senselessly  the  accented  parts  of  each  bar,  they  over- 
whelm the  orchestra,  they  overpower  the  voices;  there 
is  no  longer  either  melody,  harmony,  design,  or  expres- 
sion; hardly  does  the  prevailing  key  remain  distinguish- 
able! And  then  (hey  innocently  think  they  have  pro- 
duced an  eiierijetic  instrumentation,  and  l)ave  written 
something  very  fine  I 

It  is  needless  to  add  that  the  long  drum,  in  this  style, 
is  scarcely  ever  unaccompanied  by  cymbals;  as  if  these 
two  instruments  were  in  their  nature  inseparable.  In 
some  orchestras  even,  they  are  played  by  a  single  and  the 
same  musician;  one  of  the  cymbals  being  attached  to 
the  long  drum,  he  can  strike  it  with  the  other  in  the  left 
hand,  while  in  the  right  hand  he  flourishes  his  drum- 
stick. This  economical  proceeding  is  intolerable;  the 
cymbals  losing  thus  their  sonorousness,  produce  only  a 
noise  which  might  be  compared  to  the  fall  of  a  sack  full 
of  iron-mongery  and  broken  glass.  It  has  a  trivial  cliar- 
acter,  deprived  of  all  pomp  or  brilliancy;  and  is  fit  for 
nothing  better  than  to  make  dance-music  for  monkeys, 
or  to  accompany  the  feats  of  jugglers,  mountebanks,  and 
swallowers  of  swords  and  serpents,  in  the  public  streets 
and  alleys. 

The  long  drum  has  nevertheless  an  admirable  effect, 
when  judiciously  employed.  It  should,  for  example,  be 
introduced  in  a  full  piece,  in  the  midst  of  a  large  orches- 
tra, merely  to  redouble  little  by  little  the  force  of  a  lofty 
rhythm  already  established,  and  gradually  reinforced  by 


the  successive  entrance  of  groups  of  the  most  sonorous 
instruments.  Its  introduction  then  does  wonders;  the 
swin/j  of  the  orchestra  is  reduced  to  measured  potency; 
the  noise  thus  disciplined  is  transformed  into  music. 
The  pinnhsimo  notes  of  the  long  drum,  united  with  the 
cymbals  in  an  andante,  and  struck  at  long  intervals, 
have  something  very  grand  and  solemn  about  them.  The 
piauisximo  of  the  long  drum  alone,  is,  on  the  contrary, 
gloomy  and  menacing  (if  the  instrument  be  well  made, 
and  of  large  size);  it  resembles  a  distant  sound  of  can- 
non. 

I  have  employed,  in  my  Requiem,  the  long  drum  forte 
without  cymbals,  and  with  two  drumsticks.  The  per- 
former striking  one  beat  on  each  side  of  the  instrument, 
can  thus  sound  a  tolerably  rapid  succession  of  notes, 
which,  mingled — as  in  the  work  I  have  just  mentioned 
— with  rolls  on  the  kettle-drums  in  several  parts,  and 
with  an  orchestration  where  accents  of  terror  predomi- 
nate, give  the  idea  of  those  strange  and  awful  noises 
which  accompany  the  great  cataclysms  of  nature.  fSee 
No.  59,  page  200, ) 

On  another  occasion,  in  order  to  obtain  in  a  symphony 
a  dull  roll,  much  deeper  than  the  lowest  sound  of  the 
kettle-drums  could  be,  I  caused  it  to  be  given  by  two 
drummers  together  on  a  single  long  drum  placed  upright 
like  a  small  drum. 

Ci/mbals. 

Cymbals  are  very  often  united  with  the  long  drum; 
but,  as  I  have  just  said,  they  may  be  treated  isolatedly 
with  the  greatest  success  on  numerous  occasions  Their 
quivering  and  shrill  sounds — the  noise  of  which  predom- 
inates over  all  the  other  noises  of  the  orchestra, — ally 
themselves  incomparably  well,  in  certain  cases,  either 
with  sentiments  of  extreme  ferocity  (then  united  to  sharp 
whistlings  of  piccolo  flutes,  and  to  the  strokes  of  the  ket- 
tle-drum or  small  drum),  or  with  the  feverish  excite- 
ment of  a  bacchanalian  orcry,  where  revelry  verges  upon 
frenzy.  Never  has  there  been  a  finer  effect  of  cymbals 
produced,  than  in  the chorusof  Scythians:  "Lesdieux," 
in  Gluck's  Iphifjenia  in  Tawide. 
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Col  Violino. 
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blood  be  pour'd   out  for 

sanij  soil     of     -     ftit  pour 


k^ 


us,      Let    their  blood        be  pour  d    out        for 

lions,      que     leiir     sang  soit    of     -     fert  pour 

t=:t: 


us. 
ions. 


l.^ 


i 


y-t 
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A  vigorous  and  well-inaiked  rhytliiii  gahis  greatly  in  an 
immense  chorus,  or  in  tiie  dance-tune  of  an  orgy,  if  exe- 
cuted, not  by  a  single  pair  of  cymbals,  but  by  four,  six, 
ten  pairs,  and  even  more,  according  to  the  space,  and  to 
the  mass  of  other  instrumenis  and  voices.  The  compo- 
ser should  always  be  careful  to  determine  the  length  that 
he  wishes  his  cymbal  notes  to  lasl,  followed  by  a  rest;  in 
case  he  wish  to  have  the  sound  prolonged,  he  must  write 


long  and  sustained  notes,  as: 


m:^ 


with 


this  iudication: — "let  them  vibrate;  "but  in  the  con- 
trary case,  he  must  place  a  (]uaveror  a  semiquaver,  as: — 

words;  —  "'damp     the 


§=rz*t5r£^]  with 


these 


sound;"  which  the  player  attains  by  bringing  the  cym- 
bals agaius*^  his  chest  as  soon  as  he  h  s  struck  theiu. 


Sometimes,  a  drumstick  with  a  sponge  end,  or  of  a  long- 
drum,  is  used,  with  which  to  strike  a  cyml)al  suspended 
by  its  leather  strap.  This  produces  a  metaiWe  <iuiver  of 
tolerable  length;  sinister,  though  without  the  formidable 
accent  of  a  stroke  of  the  gong. 


THE  GONG. 

The,  gong  or  tam-tam,  is  employed  only  in  funereal 
compositions,  and  dramatic  scenes,  where  liorror  is  car- 
ried to  its  height.  The  vil)rations  of  the  gont:,  mingled 
fuitf  with  the  thrilling  chords  of  the  brass  in^triunents 
(trumpets  and  trombones),  make  the  hearersJiudder;  its 
pianissimo  strokes,  nearly  by  them,selves,  are  no  less  fear- 
ful from  their  lugubrious  sound.  M.  Meyerbeer  has 
proved  this  in  his  magnihcient  scene  of  Holx-rt  /<•  /Jiahle, 
the  resurrection  ni  the  nuns: — 


As  pano  as  possible. 
Andante.     Imo.  Solo. 
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Robert  le  D ia)jle.—yisYKRBE,Kti. 


A.  }ed  Tiita- 
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Horns  iu  0. 


TramboDes. 
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in  0,0. 
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TAf!  Tambour  Basque  {or  Tambourine}. 
Tbi3  favorite  instrument  of  the  Italian  peasantry,  and  which 
figures  in  all  their  festivities,  is  of  excellent  effect,  employed 
iu  masses,  to  strike,  like  cymbals,  and  with  them,  a  rhythm  in 
a  aceae  of  dance  or  orgy.  It  is  seldom  introduced  alone  in  the 
orchestra  ;  unless  in  a  case  where  the  subject  of  the  piece  ren- 
ders it  illustrative  of  the  manners  of  the  people  who  habitu 
»Uy  use  tha  instrsment :— such  as  wandering  Bohemians,  i-r 


gypsies  ;  the  Basque  nation  ;  the  Roman  peasants  ;  and  those 
of  the  Abbruzzi  and  Calabria.  It  produces  three  kinds  of  very 
different  noises ;  when  it  is  simply  struck  with  the  hand,  its 
sound  has  not  much  effect  (unless  employed  in  numbers);  and 
the  tambourine  thus  struck  is  not  distinguishable  unless  left 
near.y  a. one  by  the  other  instruments  :  if  it  be  played  by  rub- 
bing its  parchment  with  the  ends  of  the  fingers,  there  residts 
a  roll  in  which  the  noise  of  the  small  bells  attached  round 


231 


Its  edge  are  to  be  chiefly  heard;  and  which  is  thus  writ- 

p     i  f— |l  ;  but  this  roll  should  be  vei'v  short, 

because  the  fiuijer  which  rubs  the  parchmeat  of  the  in- 
strument, soon  attains,  as  it  advances,  the  edge,  which 
puts  an  end  to  its  action. 
A  roll  like  this,  for  instance,  would  be  impossible: 


-f^^m:^mm^^^ 


By  rubbing,  on  the  contrary,  the  parchment,  without 
quittin;;  it,  with  the  whole  weisiht  of  the  thumb,  the 
instrument  gives  out  a  wild  rumbling— sufficiently  gro- 
tesque and  ugly— but  of  which  it  is  not  absolutely  im- 
possible to  make  use  in  some  masquerade  scene. 

The  Drum. 

Drums,  properly  so  called— called  also  "caisses  claires" 
— are  rarely  well  placed  otherwise  than  in  large  orches- 
tras of  wind  instruments.  Their  effect  is  the  better  and 
the  nobler,  in  proportion  as  they  are  more  numerous; 
a  single  drum — particularly  when  it  figures  in  tlie  midst 
of  an  ordinary  orchestra— has  always  appeared  to  me 
mean  and  vulgar.  I.et  ns  own.  nevertheless,  that  M. 
Meyerbeer  has  known  how  to  derive  a  peculiar  and  ter- 
rible sonorousness  from  the  association  of  a  drum  with 
the  kettle-drums  for  the  famous  i-rfucendo  roll  in  the  bene- 
diction of  the  daggers,  in  his  opera  of  the  Ihiqnenois.  But 
eight,  ten,  twelv(-,  or  more  drums,  executing  in  a  mili- 
tary march  rhythmical  accompaniments,  or '■'Cf-cHrfo rolls, 
prove  magnificent  and  poweiful  auxiliaries  to  the  wind 
instruments.  Simple  rhythms,  without  either  melody, 
harmony,  key,  or  anything  that  really  constitutes  music, 
solely  serving  to  mark  tl^rmarch-step  of  soldiers,  become 
attractive,  when  performed  by  a  body  of  forty  or  fifty 
drums  alone.  And  perhaps,  it  is  here  the  occasion  to 
remark  the  singular  as  well  as  actual  charm  for  the  ear, 
which  arises  from  a  multiplicity  of  unisoiis,  or  from  the 
simultaneous  reproduction  by  a  very  large  number  of 
instruments  of  the  same  kind,  of  the  noise  they  respect- 
ively produce.     Thus,  this  may  have  been   observed  in 


attending  infantry  soldiers'  exercise: — the  word  of  com- 
mand to  "  shoulder  arms,''  or  to  "ground  arms,"  the 
slight  clink  of  the  firelocks,  and  the  dull  sound  of  the 
but  end  of  the  muskets  as  they  drop  on  the  ground,  sig- 
nify nothing  at  all,  when  one.  two,  three,  fen,  or  even 
a  score  f  men  do  it;  but  let  the  manoeuvre  be  perform- 
ed by  a  thousand  men,  and  immediately  these  thousand 
unisons  of  an  insignificant  noise,  will  alone  give  it  a 
brilliant  aggregate  which  involuntarily  attracts  and  cap- 
tivates the  attention,  which  pleases,  and  in  which  I  find 
even  some  vague  and  occult  harmonies. 

Drums  are  used  mnfflrd,  like  kettle-drums;  but,  instead 
of  covering  the  parchment  with  a  piece  of  cloth,  the 
players  often  content  themselves  with  loosening  the 
braces  of  the  drum,  or  with  passing  a  leather  strap  be- 
tween them  and  the  lower  parchment,  in  sucli  a  way  as 
to  check  the  vibrations.  The  drums  then  acquire  a  dim 
dull  sound,  somewhat  analogous  to  that  produced  by 
muffling  the  upper  parchment;  and  which  renders  them 
fit  only  for  compositions  of  a  funereal  or  terrible  char- 
acter. 

The  Caisse  Houlante,  or  Side-Drum. 

The  side-drum  is  only  a  drum  rather  longer  than  the 
preceding  one;  and  of  which  the  body  is  in  wood  instead 
of  being  in  brass.  Its  sound  is  dull,  and  tolerably  like 
that  of  the  drums  without  lone,  or  mnjflid.  It  produces  a 
sufficiently  good  effect  in  military  music;  and  its  sub- 
dued rolls  serve  as  a  kind  of  back-ground  to  those  of  the 
drums.  It  is  a  side-drum  that  Gluck  has  employed  for 
striking  the  four  continued  quavers,  whose  rhythm  is  so 
barbarous,  in  the  chorus  of  Scythians,  in  the  Ijihi/jenia  in 
Taunde.     (See  No.  64,  page  22(}. ) 

The   Triangle. 

Since  at  the  present  time  there  is  made  so  deplorable 
an  abuse  of  this  instrument — as  of  the  long  drum,  cym- 
bals, kettle-drums,  trombones,  and  in  short  of  all  that 
thunders,  sounds,  and  resounds — it  is  still  more  difficult 
to  find  fit  occasion  for  introducing  it  into  the  orchestra 
than  eveti  the  others;  its  metallic  noise  suits  only  pieces 
of  an  extremely  brilliant  character  when  forte,  or  of  a 
certain  wild  whimsicality  when  piano.  Weber  has  felic- 
itously brought  it  out  in  his  gipsy  chorus  of  Prrriosa  ; 
and  Gluck  still  better  in  the  major  of  his  terrible  dance 
of  Scythians,  in  the  first  act  of  Iphiyenia  in  Tauridi  :— 


Rather  anini  .  .a 
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TItc  Pavilion  Cliinois, 

With  its  numerous  little  bells,  serves  to  give  brilliancy 
lo  lively  pieces,  anil  pompous  marches  in  military  music. 
It  can  only  shake  its  sonorous  locks,  at  somewhat  length- 
ened intervals ;  that  is  to  say,  about  twice  in  a  bar,  in  a 
movement  of  moderate  time. 

We  will  say  nothing  here  of  certain  instruments  more 
or  less  imperfect,  and  little  known;  such  as  the  Eolidi- 
con,  the  Ane'mocorde,  the  Accordeon.  the  Poikilorgue. 
the  ancient  Sistrum,  &c. :  referring  those  of  our  readers 
curious  to  know  more  of  them,  to  M.  Kastner's  excel- 
lent general  treatise  of  instrumentation.  Our  intention, 
in  the  present  work,  is  merely  to  study  the  instruments 
used  in  modern  music;  endeavoring  to  discover  accord- 
ing to  what  laws  harmonious  sympathies  and  striking 
contrasts  may  be  established  between  them;  and  taking 
into  particular  account  their  powers  of  expression,  and 
the  appropriate  character  of  each. 


New  Instruments. 

The  author  of  this  work  is  doubtless  not  obliged  to 
mention  the  multitude  of  attempts  of  all  kinds  daily 
made  by  instrument-makers,  and  their  pretended  inven- 
tions, more  or  less  disastrous,  nor  to  make  known  the 
futile  specimens  which  they  seek  to  introduce  amidst 
the  race  of  instruments.  But  he  should  signalize  and 
recommend  to  the  attention  of  composers,  those  admi- 
rable discoveries  made  by  ingenious  artists ;  particularly 
when  the  excellent  result  of  these  discoveries  has  been 
generally  recognized,  and  when  their  appreciation  is 
already  a  thing  achieved,  in  musical  performance 
throughout  a  portion  of  Europe.  These  producers  are, 
moreover,  of  small  number;  and  Messrs.  Adolphe  Sax 
and  Alexandre  rank  at  the  head  of  them. 

M.  Sax — whose  labors  will  first  occupy  our  attention 
— has  brought  to  perfection  (as  I  have  already  remarked 
here  and  there  in  the  course  of  this  work)  several 
ancient  instruments.  He  has,  besides,  supplied  many 
voids  existing  among  the  family  of  brass  instruments. 
His  principal  merit,  however,  is  the  creation  of  a  new 
family,  complete  since  a  few  years  only; — that  of  the 
instruments  with  a  single  reed,  with  a  clarinet  mouth- 
piece, and  in  brass.  These  are  Saxophonks.  These 
new  voices  given  to  the  orchestra,  possess  most  rare  and 
precious  qualities.  Soft  and  penetrating  in  the  higher 
part,  full  and  rich  in  the  lower  part,  their  medium  has 
something  profoundly  expressive.  It  is,  in  short,  a  qual- 
ity of  tone  nui  r/eneris,  presenting  vague  analogies  with 
the  sounds  of  the  violoncello,  of  the  clarinet  and  corno 
inglesc,  and  invested  with  a  brazen  tinge  which  imparts 
a  quite  peculiar  accent.  The  body  of  the  instrument  is 
a  parabolic  cone  of  brass,  provided  with  a  set  of  keys. 
Agile, — fitted  for  the  execution  of  passages  of  a,  certain 
rapidity,  almost  as  much  as  for  cantilena  passages, — 
saxophones  may  figure  with  great  advantage  in  all  kinds 
of  music ;  but  especially  in  slow  and  soft  pieces. 

The  quality  of  tone  of  the  high  notes  of  low  saxo- 
phones, partakes  something  of  painful  and  sorrowful; 
while  that  of  their  bass  notes,  is,  on  the  contrary,  of  a 
calm  grandeur,  so  to  speak,  pontifical. 

All  of  them, — the  bariton,  and  tlie  bass,  principally — 
possess  the  faculty  of  swelling  and  diminishing  their 
sound;  whence  results, — in  the  lower  extremity  of  their 
scale, — effects  hitherto  unheard,  and  quite  peculiar  to 
themselves,  at  the  same  time  bearing  some  resemblance 
to  those  of  the  expressive  organ.  The  quality  of  tone  of 
the  liigh  saxophone  is  much  more  penetrating  than  that 
of  clarinets  in  B'2  and  in  C,  without  having  the  piercing 
and  often  shrill  brilliancy  of  the  small  clarinet  in  E2. 
As  much  may  be  said  of  the  soprano.  Clever  composers 
will  hereafter  derive  wondrous  effects  from  saxophones 
associated  with  the  clarinet  family,  or  introduced  in 
other  combinations  which  it  would  be  rash  to  attempt 
foreseeing.  This  instrument  is  played  with  great  facil- 
ity; its  fingering  proceeding  from  the  fingering  of  the 
lliite,  and  from  that  of  the  hautboy.     Clarinet-players, 


akeady  familiar  with  the  mouthing,  render  themselves 
masters  of  its  mechanism  in  a  very  short  time. 

Saxophones  are  six  in  number: — the  high,  the  soprano, 
the  alto,  the  tenor,  the  baritone,  and  the  bass  saxo- 
phone. 

M.  Sax  is  about  to  produce  a  seventh, — the  double- 
bass  saxophone. 

The  compass  of  eacli  of  them  is  nearly  the  same ;  and 
here  is  their  scale,  written  for  all  on  the  G  clef,  like  that 
of  clarinets,  after  the  system  proposed  by  M.  Sax,  and 
already  adopted  by  composers : — 


Higli  SamphoQe. 
inEJ^. 


Real  BouQds. 


Soprano 

Saxophone  in  C, 

or  in  B\y. 

Real  sonnda  of 

the  Saxophone 

inB^. 


Alto  Saxophone 
in  F,  or  in  E\y. 

Effect  of  the 

Saxophone  in  F. 

That  in  the  key 

of  G[}  is  a  note 

lower. 


Teuor  Saxophone 
in  C,  orinBJj. 

Effect  of  the 

Tenor  Saxophone 

in  C.    That  in 

the  Key  of  B\) 
is  a  note  lower. 


With  the  Chromatic  interval; 


With  the  ehromatic  interrals.   -^ 


With  the  chromatic  intervals.   J^~ 


With  the  chromatic  inter 


j2_ 


^^m 


Effect  of  the 
Baritime  Saxo- 
phone in  F. 
Tliat  iu  the  key 
of  Eb  is  a  note 
lower. 


^F=^ 
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Major  and  minor  shakes  are  practicable  on  almost  all 
the  extent  of  the  chromatic  scale  of  the  saxophone. 
Here  are  those  which  it  is  well  to  avoid : — 


tr 


^^-' 


tr  tr tr        | 


tr 


X^Jz 


^^- 
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tr 
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M.  Sax  has  also  produced  the  family  of  sax-horns, 
of  saxotrombas,  and  of  sax-tubes, — brass  instruments 
with  a  wide  mouth-piece;  and  with  a  mechanism  of 
three,  four,  "or  five  cylinders. 

Sax-Horns. 

Their  sound  is  round,  pure,  full,  equal,  resoimding, 
and  of  a  perfect  homogeneousness  throughout  all  the 
extent  of  the  scale.  The  changing  keys  of  the  sax-horn 
proceed,  like  those  of  the  cornet  h  pistons,  by  descend- 
ing; commencing  from  the  typical  instrument,  the 
small  very  high  )<ax-horn  in  C,  which  is  at  an  octave 
above  the  cornet  in  C.  The  custom  has  obtained  in 
France  of  writing  all  these  instnunents, — as  well  as 
saxotrombas  and  sax-tubas,  the  lowest  and  the  highest 
— on  the  G  clef,  as  horns  are  written ;  with  this  differ- 
ence only,  that  if,  for  the  horn  in  low  C,  we  have  to 
represent  the  real  sound  an  octave  below  the  note  writ- 
ten on  the  G  clef,  we  must — for  certain  very  low  instru- 
ments of  Sax — represent  it  two  octaves  below. 

With  the  chromatic  LntervaJs. 
Small  very  high 

Saxhorn, 
in  C,  or  id  Bp. 

effect  of  the 

small  very  high 

Saxhorn  in  C. 

That  in  the  key 

«f  b\)  is  a  note 

lower. 


-g> (S> 
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m 


Very  difficult  in 
the  key  of  C. 


i 


-/S>-  ^^- 


The  extreme  lower  notes  are  of  rather  a  bad  quality 
of  tone,  and  this  instrument  should  rarely  be  employed 
beneath  the  low  A.  But  there  is  nothing  more  brilliant, 
more  neat,  more  devoid  of  shrillness— notwithstanding 
their  vivid  appeal — than  all  the  notes  of  the  latter  octave. 
This  quality  of  tone  is  besides  so  clear  and  so  penetrate 
ing,  that  it  allows  a  single  very  high  sax-horn  to  be  dis- 
tinguished through  a  considerable  mass  of  other  wind 
instruments.  The  very  high  sax-horn  in  Ji^  is  more 
used  than  the  one  in  C;  and  although  it  is  a  note  lower 
than  the  other,  there  is  already  much  difficulty — or  at 
least  much  care — for  the  performer  to  bring  out  the  two 
last  sounds: — 


Beal  sounds. 


InBl,. 


i 


=fl 


zJ] 


It  requires,  therefore,  to  be  very  sparing  of  these  pre- 
cious notes,  and  to  introduce  them  with  skill. 


With  the  chromatic  intervals. 


Soprano  Saxhorn 
in  Ep.    A  fifth 
below  the  pre- 
ceding, in  B[). 


Effect. 


Commenciag  with  the  soprano  sax-horn  in  E\i,  we  can 
no  longer  indicate  the  first  low  note  of  the  tube's  reso- 
nance.   It  is  too  bad  to  be  employed. 


i 


We  will  merely  forewarn  composers  that,  if  they 
indicate  an  instrument  with  four  cylinders,  the  chro- 
matic compass  of  the  low  part  of  this  instrument  no 


longer  stops  at  the  F^,  ^&— — — - 


but  goes  down  to 


the  first  C, 


Alto  Saxhorn 

iuB[j. 
A  fourth  below 
the  preceding. 


Effect. 


Chromatically. 


^ 


I 


i: 


Tenor  Saxhorn 
in  El).    A  fifth 
below  the  pre- 
ceding. 


Effect. 


Baritone  Sax- 
horn, and  Bass 
Saxhorn  in  B|). 

A  fourth  below 
the  preceding. 


Effect. 


Chromatically.             :&- 
X    


z 


z 


z_ 


1 


^ 


# 


Chromatically. 


i^' 


^^ 
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These  two  sax-horns, — the  baritone  and  bass, — have 
the  same  compass  in  the  high  part  of  the  instrument. 
The  tube  is  only  rather  smaller  for  the  baritone.  The 
bass,  which  has  almost  always  four  cylinders,  has  a  tube 
somewhat  wider,  which  allows  of  its  descending  lower 
and  more  easily. 


Chromatically. 


Double-Basa 

Saxhorn  in  £[7 

A  fifth  below  the 

preceding. 

Bffect. 


Doable-baB3 
Saxhorn  in  Ep. 
A'fonrtb  below 
the  preceding. 


Bfiect. 


There  are,  moreover,  the  low  double-bass  sax-horn  in 
Eb,  and  the  drone  sax-horn  in  B2,  which  are  at  an 
octave  below  the  two  preceding;  but  of  which  only  the 
medium  notes  should  be  employed  in  a  moderate  move- 
ment. ■ 

Saxotrornbas. 

These  are  brass  instruments  with  mouth-piece,  and 
with  three,  four,  or  five  cylinders,  like  the  preceding. 
Their  tube,  being  more  contracted,  gives  to  the  sound 
which  it  produces,  a  character  more  shrill, — partaking 
at  once  of  the  quality  of  tone  of  the  trumpet  and  of  that 
of  the  bugle. 

The  number  of  the  members  of  the  family  of  saxo- 
trombas  equals  that  of  sax-horns.  They  are  disposed  In 
the  same  order,  from  high  to  low;  and  possess  the  same 
compass. 

Sax-Tubas. 

These  are  instruments  with  mouth-piece  and  a  me- 
chanism of  three  cylinders;  they  are  of  enormous  sono- 
rousness, carrying  far,  and  producing  extraordinary 
effect  in  military  bands  intended  to  be  heard  in  the 
open  air. 

They  should  be  treated  exactly  like  sax-horns ;  merely 
taking  into  accoimt  the  absence  of  the  low  double-bass 
in  E^,  and  of  the  drone  in  B]2. 

Their  shape  —  elegantly  rounded  —  recalls  that  of 
antique  trumpets  on  a  grand  scale. 

The  Concertina. 

This  is  a  small  instrument,  with  plates  of  brass  put 
into  vibration  by  a  current  of  air.  The  aecordeon,  which 
for  some  years  was  a  musical  toy,  formed  the  ground- 
work of  the  concertina;  and  subsequently,  that  of  the 
melodium.  The  sound  of  the  concertina  is  at  once 
penetrating  and  soft;  notwithstanding  its  weakness,  it 
carries  tolerably  far:  it  allies  itself  well  with  the  quality 
of  tone  of  the  harp,  and  with  that  of  the  pianoforte. 
Still  more  so,  it  unites  with  the  sound  of  the  melodium, 
which  is  now  the  head  of  its  family.  But  there  would 
be  little  advantage  in  causing  such  an  association ;  since 
the  melodium  has  a  quality  of  tone  analogous  to  that  of 
the  concertina,  produces  the  same  effects,  and  moreover 
possesses  many  others  which  the  concertina  does  not 
possess. 


The  concertina  is  a  kind  of  small  elastic  box,  which  Is 
held  horizontally  between  both  hands.  It  is  played  by 
means  of  knobs,  pressed  with  the  points  of  the  fingers, 
and  whicli,  raising  a  valve,  cause  to  pass  over  the  plates 
or  reeds  of  brass,  the  column  of  air  supplied  by  a  bellows 
placed  between  the  two  sides  of  the  box.  These  sides 
are  formed  by  two  tablets :  which  hold,  on  the  outside, 
the  key-board  of  knobs ;  and,  on  the  inside,  the  vibrat- 
ing plates.  The  bellows,  having  no  valve,  can  only  fill 
and  empty  itself  by  means  of  the  set  of  reed-valves, 
which  in-spire  and  ex-pire,  each  in  tm-n,  the  air  neces- 
sary for  the  vibration  of  the  reeds. 

The  concertina  has  its  small  family  complete,  inde- 
pendently of  its  relationship  with  the  melodium.  There 
is  the  bass  concertina,  the  alto,  and  the  soprano.  The 
bass  concertina  has  the  compass  of  the  violoncello ;  the 
alto,  that  of  the  viola;  and  the  soprano,  that  of  the 
violin.  The  soprano  concertina  is  almost  the  only  one 
used. 

We  will  presently  give  the  compass  of  the  concertina; 
which  the  popularity  that  it  has  acquired  in  England  has 
caused  it  to  be  called  the  English  concertina. 

It  will  be  perceived, — in  these  two  chromatic  scales 
(one  of  which  represents  the  notes  of  the  left  tablet,  and 
the  other  those  of  the  right  tablet) — that  the  maker  of 
the  English  concenina  has  established,  in  the  three 
first  octaves,  enharmonic  intervals  between  the  A\z  ?,nd 
the  Gj|,  and  between  the  E!2  and  the  Dj|,  giving  a  little 
more  elevation  to  the  A^  than  to  the  G|f,  and  to  the 
EI2  than  to  the  DJJ;  thus  conforming  to  the  doctrine  of 
the  acousticians,— a  doctrine  entirely  contrary  to  the 
practice  of  musicians. 

Tills  Is  a  strange  anomaly. 

It  is  very  evident  that  the  concertina,  being  an  Instru- 
ment with  fixed  sounds,  like  the  pianoforte,  the  organ, 
and  the  melodium,  should,  like  these  instruments,  be 
tuned  according  to  the  law  of  temperament. 

In  its  present  state,  its  enharmonic  notes  in  fact  pre- 
vent it  from  being  played  with  a  pianoforte,  with  an 
organ,  or  with  a  melodium,  without  producing  discords 
when  the  musical  phrase  or  the  harmony  introduce  uni- 
sons between  the  enharmonic  Ai2s  or  the  Gjf^s,  the  EJZs  or 
the  Dtis  of  the  concertina,  and  these  same  notes  tempef- 
amented  on  the  other  instrument;  since  the  A(?  and  the 
G^,  as  well  as  the  E2  and  the  Dfl,  are  identical  on  the 
instruments  tuned  in  temperament,  while  they  are  not 
so  on  the  concertina ;  and  that  neither  the  one  nor  the 
other  of  the  enharmonic  sounds  (A|2  and  Gjf^  of  the  con- 
certina) will  be  in  strict  unison  with  the  A^  or  the 
Oi  of  the  temperamented  instrument,  which  preserves 
the  middle  between  the  two  sounds  of  the  concertina. 
Moreover,  the  effect  of  this  disposition  of  a  portion  of 
the  scale  will  be  still  more  frightful,  if  the  concertina 
play  a  duet  with  an  instrument  liaving  moveable  sounds, 
such  as  the  violin ;  musical  practice,  musical  sense,  the 
ear,  in  short,  of  all  people  with  whom  modern  music  is 
cultivated,  establishing,  that,  in  certain  cases,  those 
notes  called  "Zeadmf/"  obedient  to  the  attraction 
exercised  over  them  by  their  upper  tonic,  and  the  minor 
sevenths  and  ninths,  obedient  to  the  attraction  of  the 
upper  note  upon  which  they  make  their  resolution,  the 
first,  the  leading  note,  may  become  slightly  sharper  than 
it  would  be  in  the  temperamented  scale,  and  the  second 
slightly  flatter. 


Violins. 

— -8-—*— — »— ai— •- 


Slightly  sharp. 


3=:^ 


r^S^t 


^ 


Violins. 


Slightly  flat. 
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The  G^  (too  fat)  of  the  concertina  could  not.  then, 
be  in  tune  with  the  GJf  (too  sharp)  of  the  violin;  nor  tlie 
A'?  (too  Kliin-p)  of  the  one,  with  the  A^  (too  , flat]  of  the 
other:  eacli  of  the  performers,  obeying  two  rtianietrioally 
opposite  la\Ns  (the  law  of  the  calculation  of  vibri^tions, 
and  the  musical  law),  if  the  violinist,  yielding  to  the 
necessity  of  effecting  strict  imison,  did  not  play  in  such 
manner  as  to  assimilate  with  the  sound  (whatever  it 
might  be)  of  the  instrument  having  fixed  intonations, — 
and,  in  consequence,  really  false.  This  takes  place  even 
— in  less  proportions,  and  without  hurting  the  ear, — 
unconsciously  with  violins,  when  these  latter  play  with 
the  pianoforte  and  other  temperamented  instruments. 
But  the  fantastic  proceeding,  which  should  reconcile  the 
system  of  the  English  concertina,  with  the  musical  sys- 
tem of  ascending  leading  notes,  and  descending  sevenths, 
would  consist  in  adopting  the  exact  reverse  of  the  acous- 
tician's opinion  on  the  enharmonics,  by  employing  the 
AH  in  place  of  the  GJf,  and  vice-versa.  The  violin  exe- 
cuting then  this  passage  musically, — 
Violin. 


ft 


^gs=il^^^5 


would  find  itself  nearly  in  unison  with  the  concertina 
executing  the  same  passage  written  in  this  absurd 
way,— 


-X 


-?— 


'  This  ancient  endeavor  of  the  acousticians  to  introduce 
at  all  risks  the  result  of  their  calculations  into  the  prac- 
tice of  an  art,  haned  especially  on  the  study  of  the  im- 
pressions produced  by  sounds  upon  the  human  ear,  is  no 
longer  maintainable  now-a-days. 

So  true  is'  it,  that  music  rejects  it  with  energy;  and 
can  only  exist  by  rejecting  it. 

So  true  is  it,  even,  that  the  contrary  modifications  of 
the  interval,  between  two  sounds  which  are  mutiially 
attracted  (in  musical  practice),  are  extremely  delicate 
gradations,  which  artists  and  singers  should  employ 
with  great  precaution,  from  whicli  orchestral  performers 
should  in  general  abstain,  and  which  composers,  with 
the  due  foresight  of  their  office,  should  treat  in  an 
especial  manner. 

So  true  is  it,  in  short,  that  the  immense  majority  of 
musicians  instinctively  avoid  them,  in  harmonious  com- 
binations. Whence  it  results  that  the  sounds  so-called 
irreconcilable  by  the  acousticians,  are  perfectly  recon- 
ciled by  musical  practice;  and  that  those  relations  de- 
clared false  by  calculation,  are  accepted  as  true  by  the 
ear,  which  takes  no  account  of  inappreciable  differences, 
nor  of  the  reasonings  of  mathematicians.  There  is 
scarcely  a  modern  score,  where,  either  to  facilitate  exe- 
cution, or  for  some  other  reason, — nay.  frequently  with- 
out any  reason, — the  composer  has  not  written  harmo- 
nial  or  melodial  passages,  at  once  in  the  sharpened,  key 
for  one  portion  of  the  orchestra  or  choir,  and  in  the 
flattened  key  for  the  other ; — 


't%i    lllfefe: 


Oboms. 


me^ 


-^^ — - — #— •  — 0 — 


Glai 


iie^ai 


pi    -    eux 


^^ 


\is~t. 


l-V^- 


-9S>~ 


Lea  Huguenots. — M£VEilBEE&. 


-y.- 


Saint  -   es 


\ 


:l^ 


^ 


Horn  in  AJj  (high) 


These  two  parU 
are  in  unl«on. 


violoncellos  aixl  DouM^'-hji 


Or  uudar  the  appear- 
ance of  two  different 
keys,  of  which  only  two 
notes  are  In  enharmonic 
relation  ;  as  in  this  pas- 
•age  from  Weber's  Freij- 
tenutz: 


liEEfEE^a 


Here,  the  violoncellos  and  the  double-basses  seem  to 
play  in  G  minor,  while  the  trombones  appear  to  play  in 
Bit  minor. 


In  this  example.  If  the  violoncellos  and  the  double- 
basses  made  their  Fti  too  sharp,  and  if  the  trombones 
made  their  GZ  too  flat,  doubtless  a  discord  would  be 
heard;  but  supposing  that  the  execution  is  good,  this 
need  not  be  the  case;  then,  the  two  sounds, — each  of 
which  has  a  tendency  contrary  to  that  of  the  other, — 
will  be  perfectly  in  tune  together. 


On  all  such  occasions,  the  orchestra  becomes  a  large 
temperameiited  instrument.  It  becomes  so,  even,  in  a 
number  of  other  cases;  and  when  the  musicians  who 
constitute  it,  are  not  aware  of  the  fact. 


In  the  celebrated  chorus  of  demons,  in  his  Orfeo, 
Ghick  lias  established  an  enharmonic  relation  between 
two  parts,  in  an  indeterminate  key.  I  allude  to  the  pas- 
sage, on  which  J.  J.  Rousseau  and  others  have  written 
so  many  follies,  groimded  upon  the  difference. which 
they  believed  they  discovered  between  the  Gt?  and  the 


let  Orchestra. 
Violins,  Violas, 

&  Basses. 

(Pfe5:ico(o.) 


Obi'eo, 


Sud  Orchestra. 
Violins,  Violas, 

&  Basses. 
( Wiih  (he  how.) 


^^    T-  br    T    :i:    r^:  br    -jr 
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Spectres ! 

Tenors  and  Basses. 


^ 


larves I 


^^^-3 


S  Non, 


Non, 


fe^ 
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S^ 
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If  it  were  true  that  the  execution  permitted  any  dif- 
ference to  be  perceived  here  between  the  Fj|  of  the 
chorus  and  the  Gl?  of  the  basses  (pizzicato),  this  differ- 
ence— I  repeat — could  produce  only  an  intolerable  and 
anti-musical  discord;  the  ear  would  be  revolted,  and 
that  is  all.  Far  from  this,  tbe  hearer  is  profoundly 
stirred  by  an  emotion  of  awe, — most  grand,  and  musical. 
He  knows  not,  it  is  true,  the  precise  key  that  he  hears. 
Is  it  ijz?    Is  it  G  minor?    He  cannot  toll, — he  caros 


little;  but  nothing  hurts  his  ear  in  the  association  of  the 
various  instrumental  and  vocal  parts.  The  FJ|  of  the 
chorus,  and  of  the  second  orchestra,  produces  the  pro- 
digious eifect  we  feel,  on  account  of  the  unexpected  way 
in  which  it  is  introduced,  and  the  accent  of  wildness 
imparted  by  this  indefiniteness  of  key,— and  not  on 
account  of  its  assumed  and  monstrous  discordance  with 
the  gI?.  One  must  be,  moreover,  childishly  ignorant  of 
the  phenomena  of  sound,  not  to  be  aware  that  this  dis- 
cordance could  not  in  any  case  cause  the  effect  produced, 
since  the  Gt?  pizzicato  of  several  basses  playintj  piano  is 
necessarily  covered, — or,  more  properly,  extinguished, — 
by  the  sudden  entrance  of  fifty  or  sixty  men's  voices  in 
unison,  and  by  all  the  rest  of  the  mass  of  stringed 
instruments  attacking  (with  the  bow)  the  F^,  fortissimo. 


These  ridiculous  arguings,  these  ramblings  of  men  of 
letters,  these  absurd  conclusions  of  the  learned,  possessed 
— all  of  them  —with  the  mania  of  speaking  and  writing 
upon  an  art  of  which  they  are  ignorant,  can  have  no 
other  result  than  that  of  making  musicians  laugh.  But 
it  is  a  pity :  knowledge,  eloquence,  genius,  should  always 
remain  surrounded  by  the  admiration  and  respect  due 
to  them.    . 


After  this  long  digression,  I  return  to  the  English 
concertina ;  of  which,  this  is  the  barbarous  scale : — 


Notes  of  the  left  tablet. 


m^- 


m 


Notes  of  the  right  tablet. 


'^B 


i 


^^-^'-  f  ^  ^-Fl 


The  concertina,  notwithstanding  the  disposition  of  the 
preceding  example,  is  written  on  a  single  line,  and  on 
the  G  clef.  The  shake  is  practically  on  all  the  notes  of 
the  scale ;  less  easily,  however,  in  the  lower  extremity. 
The  double  shake  (in  thirds)  is  easy. 


Diatonic   and  chromatic  passages,   or  arpeggios,    of 
tolerable  rapidity,  may  be  executed  on  this  instrviment. 


It  is  possible  to  add  to  the  principal  part, — if  not  sev- 
eral other  complicated  parts,  as  on  the  pianoforte  and 
oi'gan, — at  least  a  second  part  proceeding  nearly  paral- 
leily  with  the  melody,  and  struck  chords  of  four  to  six 
notes,  or  richer  still : — 
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^zizi 
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The  German  concertina — much  used  also  in  England 
— is  not  constructed  on  the  system  of  the  preceding. 
Its  scale,  which  extends  farther  below  (it  goes  down  to 


C  and  B?) 


^).  %~~z~zr^ 


contains    no    enhar- 


monic interval.     It  is  consequently  constructed  accord- 
ing to  the  law  of  temperament. 

The  compass  of  concertinas  varies  with  the  number  of 
keys,  knobs,  or  stops,  given  to  them;  and  this  number 
changes  according  to  tlie  caprice  of  the  makers.  Finally, 
this  instrument — like  the  guitar — requires  that  the  com- 
poser who  would  turn  it  to  advantageous  account,  should 
have  a  knowledge  of  its  mechanism,  and  be  able  to  play 
it  himself,  more  or  less  well. 


Tlie  Melodium  Organ  {Alexandre's). 

This  instrument  has  a  key-board,  like  the  organ  built 
with  pipes.  Its  sound  results — like  that  of  the  concer- 
tina— from  the  vibration  of  free  metallic  reeds,  over 
wliich  passes  a  current  of  air.  This  current  of  air  is 
produced  by  a  bellows,  put  in  motion  by  the  feet  of  the 
performer;  and  according  to  the  mode  in  which  the  feet 
act  upon  this  blowing  mechanism,  in  certain  conditions 
wherein  the  instrument  may  be  placed,  the  sounds 
acquire  more  or  less  intensity. 

The  melodium  organ  thus  possesses  crescendo  and 
diminuendo;  it  is  expressive.  Hence  the  name  of 
"Register  of  Expression,"  given  to  the  particular 
mechanism  it  possesses.  The  fingering  of  the  key- 
board, is  the  same  as  that  of  the  organ  key-board. 
It  is  written  on  two  lines,  and  even  on  three;  like  the 
organ.    Its  compass  is  live  octaves : —     ' 


i 


-<5'- 

Chromatically. 


This  compass,  however,  is  not  limited  to  the  above, 
for  melodiums  with  more  than  one  stop.  The  number 
of  stops  is  very  variable.  The  most  simple  melodium — 
the  one  with  a  single  stop,  of  which  we  have  just  shown 
the  compass — contains  two  different  qualities  of  tone; 
the  quality  of  tone  of  the  corno  inglese  for  the  left  half 
of  the  key-board,  and  that  of  the  flute  for  the  right 
half. 

The  others, — according  to  the  will  of  the  maker, — 
may  have,  by  different  combinations,  bassoon,  clarion, 
flute,  clarinet,  flfe,  and  hautboy  stops  (so  called,  on 
account  of  the  analogy  which  then  exists  between  the 
quality  of  tone  of  the  melodium,  and  that  of  those 
instruments);  and  moreover,  the  Grand  stop,  the  Forte, 
and  the  Expressive.  These  stops  give  to  the  melodium 
a  compass  of  seven  octaves,  although  its  key-board  has 
only  five. 


They  are  placed  at  the  command  cif  the  performer  by 
means  of  a  mechanism  like  that  of  the  organ,  placed 
on  each  side  of  the  body  of  the  instrument,  and  put  in 
action  by  drawing  forward  a  wooden  handle  with  either 
hand. 

Some  other  stops  are  obtained  by  a  similar  mechan- 
ism, placed  beneath  the  body  of  the  instrument,  and 
which  are  moved  by  pressure  from  left  to  right,  and  from 
right  to  left,  with  the  knee  of  the  performer.  This 
mechanism  constitutes  what  is  called  "the  register." 

The  melodium  does  not  possess  the  movable  stops  of 
the  organ,  the  effect  of  which  excites  in  many  people  a 
traditional  admiration:  but  wliich,  in  reality,  have  a 
horrible  tendency  to  noise;  it  has  only  double  and  single 
octave  stops,  by  means  of  which  each  key  makes  speak, 
with  its  note,  the  octave  and  the  double  octave  of  this 
note,  or  the  double  octave  without  the  single,  or  even 
the  upper  octave  and  the  lower  octave  of  this  note  at 
the  same  time. 

Many  ignorant  players  and  lovers  of  noise,  make 
deplorable  use  of  these  octave  stops.  Thence  results 
also  a  barbarism,  less,  it  is  true,  than  that  of  the  mova- 
ble stops  of  the  organ,  which  give  to  each  note  the 
simultaneous  sound  of  the  two  other  notes  of  the  major 
common  chord,  that  is  to  say,  of  its  major  third,  and  of 
its  fifth;  but  still  an  actual  barbarism,  because,— besides 
the  harmonic  thickening  produced, — it  necessarily  intro- 
duces into  the  harmony  the  most  frightful  disorder,  by 
the  inevitable  inversion  and  spreading  of  the  chords: 
since  ninths  thus  produce  seconds  and  sevenths; 
seconds,  sevenths  and  ninths;  fifths,  fourths;  fourths, 
fifths,  &c. ;  and  because,  in  order  to  remain  in  true 
musical  condition  with  such  stops,  it  would  be  needful 
to  use  them  only  in  pieces  written  in  counterpoint  invfrt- 
able  in  octave, — which  is  not  done. 

It  is  to  the  ignorance  of  the  middle  ages,  groping 
blindly  for  laws  of  harmony,  that  we  must  doubtless 
attribute  the  introduction  of  these  monstrosities  into 
organs;  which  mere  custom  has  preserved  and  tians- 
mitted  to  us,  and  which  we  must  hope  will  by  degrees 
disappear. 

The  soimds  of  the  melodium  being  of  rather  slow 
emission,  like  the  sounds  of  the  organ  with  pipes,  render 
it  better  adapted  to  the  legato  style  than  to  any  other; 
and  peculiarly  suitable  to  sacred  music,  to  soft  and 
tender  melodies,  of  slow  movement. 

Pieces  of  a  skipping,  petulant,  or  violent  character, 
executed  on  the  melodium,  will  always  attest— in  mv 
opinion— the  bad  taste  of  the  performer,  the  ignorance 
of  the  composer,  or  the  bad  taste  and  ignorance  of  both. 

To  impart  to  the  sounds  of  the  melodium  a  religious 
and  dreamy  character,— to  render  them  susceptible  of 
all  the  inflexions  of  the  human  voice,  and  of  the  majority 
of  instruments,— such  is  the  object  M.  Alexandre  has 
both  proposed  and  accomplished. 

The  melodium  is  at  once  a  church  instrument,  and  a 
theatre  instrument;  a  drawing-room,  and  a  concert-room 
instrument.  It  occupies  but  little  space ;  and  it  is  port- 
able. It  is  therefore  a  servant  of  indisputable  utility  for 
composers  and  amateurs.  Since  Messrs.  Meyerbeer, 
Halevy,  Verdi,  have  employed  the  organ  in  their  dra- 
matic works,  how  many  provincial  theatres  in  France, 
and  even  (Jermany,  not  possessing  organs,  have  found 
difficulty  in  executing  these  works;  and  to  how  many 
mutilations  and  re-arrangements  (more  or  less  cliomsy) 
of  scores,  this  absence  of  organs  has  given  rise!  The 
directors  of  these  theatres  would  now  be  inexcusable  to 
tolerate  such  misdeeds;  since,  for  a  very  moderate  sum, 
they  may  have — in  lieu  of  an  organ  with  pipes — a  melo- 
dium organ  very  nearly  sufficing  to  replace  it. 

The  same  thing  applies  to  small  churches,  where  music 
hitherto  has  not  been  possible.  A  melodiimi,  played  by 
z  musician  of  good  sense,  might  and  could  introduce 
there  harmonic  civilization;  and  cause,  in  time,  a  ban- 
ishment of  those  grotesque  bowlings  which  still,  in  such 
places,  mingle  with  religious  service. 
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Pianos  and  Melodiums  {by  Alexandre)  with  prolonged 
sound. 

The  prolonoation  of  sound  Is  the  most  Important 
recent  musical  invention  that  has  been  brought  into 
key-boarded  instruments.  This  invention,  applied  now- 
a-days  to  pianos  and  melodium  organs,  gives  the  player 
the  power  of  sustaining  for  an  indefinite  time,  by  a  sim- 
ple movement  of  his  knee,  a  note,  a  chord,  or  an  arpeggio, 
in  all  the  compass  of  the  key-board,  after  his  fingers  have 
ceased  to  press  the  keys.  And  during  this  steady  sus- 
taining of  a  larger  or  less  number  of  notes,  the  player, 
having  his  hands  at  liberty,  can  not  only  strike  and 
make  speak  otlier  notes  which  make  no  part  of  the  sus- 
tained chord,  but  also  the  prolonged  notes  themselves. 
It  will  at  once  be  perceived  to  what  a  multitude  of  vari- 
ous and  charming  combinations  this  invention  affords 
scope  on  the  melodium  organ  and  piano.  They  are 
absolutely  orchestral  effects :  and  of  the  nature  of  those 
which  are  produced  when  the  stringed  instruments 
execute  four  or  five  parts  diversely  designed  amidst 
a  sustained  harmony  of  the  wind  instruments  (flutes, 
hautboys,  and  clarinets);  or,  better  still,  like  those 
which  result  from  a  piece  in  several  parts,  played  by 
wind  instruments,  during  a  harmonious  holding-on  of 
divided  violinn;  or  when  the  harmony  and  the  melody 
are  moving  above  or  below  a  pedal  point. 

Moreover,  the  effect  of  prolongation  may  take  place 
with  different  degrees  of  intensity,  on  the  melodium; 
according  as  the  i'^orie-register  which  is  appended  to  it 
be  opened  or  shut. 

Two  knee-piecen  are  placed  beneath  the  key-board  in 
such  a  way  as  to  be  readily  put  in  action  by  a  touch  of 
the  player's  knees.  The  one, — the  right, — produces  the 
prolongation  of  the  sounds  on  the  right  half  of  the  key- 
board; the  other  prolongs  them  on  the  other  half.  In 
order  to  prolong  the  sound,  the  key  should  be  put 
down  at  the  same  time  that  the  knee-piece  is  pressed. 
Thus:— 


f=zi:iz.*z±z 


0-^ 


^i 


knee-piece. 


if  it  be  wished  to  stop  the  sustaining  of  the  sounds, 
a  second  pressure  of  the  knee  stops  it  immediately; 
thus: — 


knee. 


But  if  this  fresh  pressure  on  the  knee-piece  stop  tha 
effect  of  prolongation  produced  by  the  preceding  pres- 
sure, it  is  also  immediately  replaced  by  a  fresh  effect, 
if  one  or  more  fresh  keys  be  struck  at  the  same  time; 
thus : — 


knee 


If  it  be  wished,  after  a  brief  chord,  to  produce  the 
prolongation  of  a  single  note  of  this  chord,  the  move- 
ment of  the  knee  must  be  made  only  after  quitting  the 
keys  corresponding  with  the  sounds  that  are  not  desired 
to  be  held  on,  but  while  the  finger  still  presses  the  key 
of  the  note  wished  to  be  sustainsd;  after  which,  the 
hand  becomes  entirely  free.  A  similar  series  of  move- 
ments is  made  for  changing  the  notes  held  on;  besides 
another  supplementary  movement,  while  tlie  finger  still 
puts  down  the  key  of  that  note  desired  to  be  sustained, 
for  stopping  the  prolongation  of  those  notes  of  the  chord 
not  required  to  be  held  on. 


1       1 

linee.  knee. 


t=ti 


1       1 

knee.  knee. 


^"^iSr 


This  applies  indifferently  to  both  knee-pieces, — 
whether  for  the  piano  or  for  the  melodium. 

It  is  necessary,  in  writing  for  the  piano  or  organ 
melodium  with  prolonged  soimds,  to  employ  at  least 
three  lines,  and  often  four;  reserving,  in  this  latter  case, 
the  upper  line  for  the  high  or  intermediate  sustained- 
notes,  and  the  lower  line  for  the  low  sustained-notes. 
The  two  middle  lines  then  remain  for  the  parts  executed 
by  the  two  hands : — 


f3^^^^=i3 


PtolongstJons. 


left  knee. 
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ProIODgation. 


Prolongation. 


Prolongation. 


p^fcj=^=?— ^^__:|=£?: 


-*-^ 


g=^=^gElz£^=^^g=:g&c 


-^ 


Right  Knee. 


ii.^ 


T/ie  Orto-haS!<. 

M.  Vuillaume,  a  musical-instrument  maker  of  Paris, 
whose  excellent  violius  are  so  much  esteemed,  has  just 
enriched  the  family  of  stringed  instruments  by  a  fine 
and  powerful  member. — the  octo-bass 

This  instrument  is  not— as  many  imagine — the  low 
octave  of  the  double-bass;  it  is  but  the  low  octave  of 
the  violoncello.  It  consequently  descends  lower— by  a 
third— than  the  four-siringed  double  bass. 

It  has  only  three  strings,  tuned  in  fifth  and  fourth: 


i 


ova.  Dasa. 

The  left-hand  fingers  of  the  player  not  being  sufficiently 
long,  nor  sufficienl'lv  .strong,  to  act  fitly  on  the  strings 
(for  the  octo-bass  is  of  colossal  dimension),  Mr. 
Vuillaume  has  contrived  a  set  of  moveable  keys,  which, 
pressing  the  strings  with  energy,  bring  them  on  to  frets 
placed  on  the  neck  of  the  instrument,  for  producing  the 
tones  and  semitones.  These  keys  are  moved  by  levers, 
which  the  left  hand  seizes  and  draws  up  and  down  be- 
hind the  neck  of  the  instrument;  and  by  seven  other 
pedal-kevs.  upon  which  the  foot  of  the  player  acts. 

It  suffices  to  say  that  the  octo-bass  cannot  execute 
any  rapid  succession;  and  that  it  must  have  assigned  to 
it  a  special  part,  differing  in  many  respects  from  the 
double-bass  part.  Its  compass  is  an  octave  and  a  fifth 
only: — 

Chromatically. 


Sva.  bassa. 

This  instrument  has  sounds  of  remarkable  power  and 
beauty, — full  and  strong,  without  roughness.  It  would 
be  of  admirable  effect  in  a  large  orchestra;  and  all  Fes- 
tival orchestras,  where  the  number  of  the  instrumental- 


Left  Knee . 
ists  amounts  to  more  than  150,  should  have  at  least  three. 

We  shall  not  here  contest  the  opinion  that  tends  to 
consider  the  recent  inventions  of  instrument-makers  as 
fatal  to  Musical  Ait.  These  inventions  exercise,  in 
their  sphere,  the  same  influence  Iliat  all  marches  of 
civilization  exercise;  the  abuse  that  may  be  made  of 
them, — that  even  which  indisputably  is  made — proves 
nothing  against  their  value. 

The  Orchestra. 

The  orchestra  may  be  considered  as  a  large  instrument 
capable  of  uttering  at  once  or  successively  a  multitude 
of  sounds  of  different  kinds;  and  of  which  the  power  is 
mediocre  or  colos.sal.  according  as  it  comprises  the  whole 
or  a  part  only  of  those  executive  means  belonging  to 
modei-n  music,  and  according  as  those  means  are  well 
or  ill  chosen  and  placed  in  acoustic  conditions  more  or 
less  favorable 

The  performers  of  all  kinds,  whose  assemblage  con- 
stitutes it,  thus  .seem  to  be  itsstrint:s,  its  tubes,  us  pipes, 
its  plains  of  wood  or  metal;  machines  intelligent  it  is 
true,  but  subject  to  the  action  of  an  immense  key-board, 
played  upon  by  the  conductor,  under  the  direction  of 
the  composer. 

I  have  already  said,  I  believe,  that  it  seemed  to  me  im- 
possible to  indicate  how  fine  orchestral  effects  are  to  be 
found;  and  that  this  faculty. — devoloped  doubtless  by 
practice  and  rational  observation, — is  like  the  faculties 
of  melody,  of  ex|)iession,  and  even  of  harmony;  and  is 
of  the  number  of  those  precious  gifts  which  the  musician- 
poet,  the  inspired  inventor,  must  receive  from  Nature 
lierself. 

But  certainly  it  may  be  demonstrated  easily,  and  in  a 
method  almost  exact,  the  art  of  jnalcitifj  orchestras  fit  to 
render  faithfully  compositions  of  all  shapes  and 
dimensions. 

Theatrical  orchestras  and  concert  orchestras  should 
he  distinguished  the  one  from  the  other.  The  f(5rmer 
in  certain  respects,  are  generally  inferior  to  the  latter. 
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The  place  occupied  by  the  musicians,  their  dis- 
posal on  a  horizontal  plane  or  on  an  inclined  plane, 
in  an  enclosed  space  with  three  sides,  or  in  the  very 
centre  of  a  room,  with  reverberators  formed  by  hard 
bodies  fit  for  sending  back  the  sound,  or  soft  bodies 
which  absorb  and  interru|)t  the  vibrations,  and  more 
or  less  near  to  the  performers,  are  all  of  great  impor- 
tance, lieverberators  are  indispensable  ;  they  are 
to  be  found  variously  situated  in  all  enclosed  spaces. 
The  nearer  they  are  to  the  point  whence  the  sounds 
proceed,  the  more  potent  is  their  influence. 

This  is  why  there  is  no  such  thing  as  music  in 
the  open  air.  The  most  enormous  orchestra  placed 
in  the  middle  of  an  extensive  garden  open  on  all 
sides — like  that  of  the  Tuileries — would  produce  no 
effect.  The  reverberation  from  the  palace  walls 
even,  were  it  placed  against  them,  is  insufficient ;  the 
sound  instantaneously  losing  itself  on  all  the  other 
sides.  An  orchestra  of  a  thousand  wind  instru- 
ments, with  a  chorus  of  two  thousand  voices,  placed 
in  a  plain,  would  not  have  a  twentieth  part  of  the 
musical  action  that  an  ordinary  orchestra  of  eighty 
players  witii  a  chorus  of  a  hundred  voices  would 
have  if  well  disposed  in  the  concert-room  at  the 
Conservatoire.  The  brilliant  effect  produced  by 
military  bands  in  the  streets  of  great  towns  comes 
in  support  of  this  statement,  wliich  it  seems  to  con- 
tradict. But  tiie  music  is  not  then  in  the  open  air; 
the  walls  of  high  houses  skirting  the  streets  right 
and  left,  avenues  of  trees,  the  fronts  of  grand  pal- 
aces, neighbouring  monuments,  all  serve  as  reverbe- 
rators ;  the  sound  revolves  and  circulates  freely  in 
the  circumscribed  space  thus  surrounding  it,  before 
escaping  by  the  points  left  open ;  but  let  the  mili- 
tary band,  pursuing  its  march,  and  continuing  to 
play,  leave  the  large  street  for  a  plain  devoid  of 
trees  and  habitations,  and  the  diffusion  of  its  sounds 
is  immediate,  the  orchestra  vanishes,  there  is  no 
more  music. 

The  best  wa}'  of  disposing  the  performers,  in  a 
room  whose  dimensions  are  proportioned  to  their 
number,  is  to  raise  them  one  above  another  by  a 
series  of  steps,  arranged  in  such  a  way  that  each 
row  may  send  out  its  sounds  to  the  hearer  without 
any  intermediate  obstacle. 

All  well-organized  concert  orchestras  should  be 
thus  arranged  in  steps.  If  it  have  been  erected  in 
a  theatre,  tlie  stage  should  be  completely  closed  in 
at  the  back,  at  the  sides  both  right  and  left,  and 
above,  by  an  enclosure  of  wooden  planks. 

If,  on  the  contrary,  it  be  erected  in  a  room  dedi- 
cated to  the  purpose,  or  in  a  church  where  it  occu- 
pies one  of  the  extremities,  and  if,  as  it  frequently 
happens  in  such  cases,  the  back  of  this  space  be 
formed  of  massive  building  which  .sends  back  with 
too  much  force  and  hardness  the  sound  of  the  in- 
struments placed  against  it,  the  force  of  the  rever- 
beration may  easily  be  mitigated, — and  consequently 
the  too  great  resounding, — by  hanging  up  a  certain 
number  of  draperies,  and  by  bringing  together  at 
this  point  such  bodies  as  will  break  the  motion  of 
ttie  waves  of  sound. 


Owing  to  the  construction  of  our  theatres,  and  to 
the  exigencies  of  dramatic  representation,  this  am- 
pliitheatrical  disposal  is  not  possible  for  orchestras 
intended  for  the  performance  of  operas.  The  in- 
strumentalists brought  together,  on  the  contrary, 
in  the  lowest  central  point  of  the  theatre,  before  the 
footlights,  and  on  a  horizontal  plane,  are  deprived  of 
the  majority  of  the  advantages  resulting  from  the 
arrangement  I  have  just  indicated  for  a  concert 
orchestra :  hence,  what  lost  effects,  what  unperceived 
delicate  gradations  in  opera  orchestras,  in  spite  of 
the  most  admirable  execution !  The  difference  is 
such,  that  composers  are  almost  compelled  to  bear 
this  in  mind,  and  not  to  instrument  their  dramatic 
scores  quite  in  the  same  way,  as  symphonies,  masses, 
or  oratorios,  intended  for  concert- rooms  and  churches. 

Opera  orchestras  were  always  formerly  composed 
of  a  number  of  stringed  instruments  proportioned  to 
the  mass  of  other  instruments ;  but  it  has  not  been 
thus  for  many  years.  A  comic-opera  orchestra  in 
which  there  were  only  two  flutes,  two  hautboys,  two 
clarinets,  two  horns,  two  bassoons,  rarely  two  trum- 
pets, and  hardly  ever  any  kettle-drums,  had  enough 
then  in  nine  first  violins,  eight  second  violins,  six 
violas,  seven  violoncellos,  and  six  double-basses;  but 
as  four  horns,  three  trombones,  two  trumpets,  a  long 
drum,  and  cymbals  figure  there  now-a-days,  without 
the  number  of  stringed  instruments  having  been 
increased,  the  balance  is  destroyed,  the  violins  are 
scarcely  to  be  heard,  and  the  result  of  the  whole  is 
detestable.  The  orchestra  of  the  graud  opera,  where 
there  are,  beside  the  wind  instruments  already 
named,  two  cornets  h,  pistons  and  an  ophicleide,  then 
the  instruments  of  percussion,  and  sometimes  six  or 
eight  harps — has  not  enough  either  in  twelve  first 
violins,  eleven  second  violins,  eight  violas,  ten  vio- 
loncellos, and  eight  double-basses  ;  it  should  have  at 
least  fifteen  first  violins,  fourteen  second  violins,  ten 
violas,  and  twelve  violoncellos,  which  would  be  well 
left  unused  in  all  those  pieces  where  the  accompani- 
ments are  to  be  very  soft. 

The  proportions  of  a  comic-opera  orchestra  would 
suffice  for  a  concert  orchestra  intended  for  the  per- 
formance of  Haydn's  and  Mozart's  symphonies. 

A  larger  number  of  stringed  instruments  would 
even  be,  on  several  occasions,  too  much  for  the  deli- 
cate effects  which  these  two  miisters  have  usually 
assigned  to  the  flutes,  hautboys,  and  bassoons  alone. 

For  Beethoven's  symphonies,  Weber's  overtures, 
and  modern  compositions  conceived  in  the  grand  and 
impassioned  style,  there  needs,  on  the  contrary,  the 
mass  of  violins,  violas,  and  basses  which  I  have  just 
indicated  for  the  grand  opera. 

But  the  finest  concert  orchestra,  for  a  room  scarcely 
larger  than  that  of  the  Conservatoire, — the  most 
complete,  the  richest  in  gradations,  in  varieties  of 
tone,  the  most  majestic,  the  most  powerful,  and  at 
the  same  time  the  most  soft  and  smooth,  would  b© 
an  orchestra  thus  composed  : — 
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21  First  Violins. 

2 

20  Second     do. 

1 

18  Violas. 

2 

8  First  Violoncellos, 

1 

7  Second        do. 

10  Double  Basses. 

4 

4  Harps. 

4 

2  Piccola  Flutes. 

2 

2  Large  Flutes. 

2 

Hautboj's. 

Corno  Inglese. 

Clarinets. 

Corno  di  Bassetto,  or  one  Bass- 
Clarinet. 

Bassoons. 

Horns  with  Cylinders. 

Trumpets  with  Cylinders. 

Cornets  k  Pistons  (or  vvitli 
Cylinders). 


3  Trombones, 


or  3 


S  1  Alto, 
\  2  Tenors  , 
Tenors. 
1  Great  Bass  Trombone. 

1  Ophicleide  in  Bi)  (or  a  Bass  Tuba). 

2  Pairs  of  Kettle-Drums.  and  4  Drum- 

mers. 
1  Long  Drum. 
1  Pair  of  Cymbals. 


If  a  choral  composition  were  to  be  executed,  such  an  orchestra  would  require  : — 

40  Tenors, 


(  Firsts 
46  Sopranos  }    and 

(  Seconds 


(  Firsts 
40  Basses,  }    and 

(  Seconds. 


By  doubling  or  tripling  in  the  same  proportions, 
and  in  the  same  order,  this  mass  of  performers,  a 
magnificent  Festival  orchestra  might  doubtless  be 
obtained.  But  it  is  erroneous  to  believe  that  all 
orchestras  should  be  constituted  according  to  this 
system,  based  on  the  predominance  of  stringed  in- 
struments ;  very  admirable  results  may  be  obtained 
from  a  contrary  system.  The  stringed  instruments, 
— too  weak  to  prevail  over  masses  of  clarinets  and 
brass  instruments, — then  .'^erve  as  a  harmonious  link 
with  the  thrilling  sounds  of  the  wind  instruments  ; 
softening  their  brilliancy  in  some  cases,  and  animat- 
ing their  effect  in  others,  by  means  of  the  tremolo, 
which  renders  musical  even  the  roll  of  the  drums  by 
blending  with  them. 

Common  sense  tells  the  composer — unless  he  be 
compelled  to  a  different  course  by  any  particular 
form  of  orchestra — that  he  should  combine  his  mass 
of  performers  according  to  the  style  and  character 
of  the  work  he  brings  forth ;  and  according  to  the 
nature  of  the  principal  effects  which  the  subject  in- 
duces. Thus,  in  a  Requiem,  and  in  order  to  deliver 
musically  the  grand  images  of  this  hymn  of  the 
dead,  I  have  employed  four  small  orchestras  of  brass 
instruments  (trumpets,  trombones,  cornets,  and  ophi- 
cleides),  placed  at  reciprocal  distance,  at  the  four 
corners  of  the  main  orchestra,  formed  of  an  impos- 
ing body  of  stringed  instruments,  of  all  the  other 
wind  instruments  doubled  and  tripled,  and  of  ten 
drummers  playing  on  eight  pairs  of  kettle-drums 
tuned  in  different  keys.  It  is  quite  certain  that  the 
particular  effects  obtained  by  this  novel  form  of 
orchestra,  were  absolutely  unattainable  by  any  other. 

There  occurs  here  an  opportunity  to  remark  upon 
the  importance  of  the  various  points  of  procedure 
for  the  sounds.  Certain  parts  of  an  orchestra  are 
intended  by  the  composer  to  interrogate  and  answer 
each  other;  now,  this  intention  can  only  be  made 
manifest  and  of  fine  effect,  by  causing  the  groups 
between  which  the  dialogue  occurs  to  be  placed  at 
sufficient  mutual  distance.  The  composer  .should 
therefore,  in  his  score,  appoint  for  them  severally 
the  disposal  which  he  judges  proper. 

For  the  drums,  long  drums,  cymbals,  and  kettle- 
drums, for  instance,  if  they  be  employed  to  strike 
certain  rhythms  all  at  once — after  the  common  mode 
of  procfediug — they  may  remain  together;  but  if 
they  have  to  execute  an  interlocutory  rhythm,  of 
which  one  fragment  is  struck  by  the  long  drums  and 
cymbals,  and  the  other  by  the  kettle-drums  and 
drums,  there  is  no  doubt  the  effect  will  be  incompar- 
ably better,  finer,  and  more  interesting,  by  placing 


the  two  masses  of  instruments  of  percussion  at  the 
two  extremities  of  the  orchestra,  and  consequently 
at  a  sufficient  distance  from  one  another.  Hence  it 
arises,  that  the  constant  uniformity  of  the  executive 
masses  is  one  of  the  great  obstacles  to  the  production 
of  sterling  and  really  new  works ;  it  besets  com- 
posers more  from  old  custom,  routine,  laziness,  anrl 
want  of  reflection,  than  from  motives  of  economy. — 
motives  unfortunately  but  too  important,  in  PVance 
especially,  where  music  is  so  far  from  forming  a  part 
of  the  moral  being  of  tiie  nation,  where  the  govern- 
ment does  everything  for  theatres,  and  nothing  at  all 
for  music  properly  so  called,  where  great  capitalists 
are  ready  to  give  50,000f.  and  more  for  some  great 
master's  picture,  because  that  represents  an  intrin- 
sic value,  yet  would  not  lay  out  TjOf.  to  render  feasi- 
ble, ooce  a  year,  some  solemnity  worthy  of  a  nation 
like  ours,  and  fitted  to  display  the  very  numerous 
musical  resources  which  it  really  pos.sesses  without 
the  capability  of  making  them  of  use. 

It  would  nevertheless  be  curious  to  try  for  once, 
in  a  composition  written  ad  hoc,  the  simultaneous 
employment  of  all  the  musical  forces  which  might 
be  gathered  together  in  Paris.  Supposing  that  a 
master  had  at  his  disposal,  in  a  vast  space  adapted 
for  this  purpose  by  an  architect  who  should  be  well 
versed  in  acoustics  and  a  good  musician,  he  ought, 
before  writing,  to  determine  with  precision  the  plan 
and  arrangement  of  this  immense  orchestra,  and  then 
to  keep  them  always  present  to  his  mind  while 
writing.  It  is  obvious  that  it  would  be  of  the 
iiighest  importance,  in  the  employment  of  so  enor- 
mous a  musical  mass,  to  take  account  of  the  distance 
or  the  nearness  of  the  different  groups  which  com- 
pose it ;  and  this  condition  is  one  of  the  most  essen- 
tial in  deriving  tlie  utmost  advantage  from  it.  and  in 
calculating  with  certainty  the  scope  of  its  effects. 
Until  now,  at  the  festivals,  merely  the  ordinary 
orchestra  and  chorus  have  been  heard  quadrupled  or 
quintupled  in  tlieir  several  parts,  according  to  the 
greater  or  less  number  of  the  performers ;  but  in  the 
case  proposed  it  would  be  quite  another  affair;  and 
the  composer  who  should  attempt  exhibiting  all  the 
prodigious  and  innumerable  resources  of  such  an 
instrument,  would  assuredly  have  to  fulfil  an  entirely 
new  task. 

Here,  then,  is  how — with  time,  care,  and  the  ne- 
cessary outlay — it  could  be  effected  in  Paris.  The 
disposal  of  the  groups  would  remain  at  the  will,  and 
subject  to  the  particular  intentions,  of  the  composer  ; 
the  instruments  of  percussion,  which  exercise  an 
irresistible  influence  on  the  rhythm,  and  which  always 
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lag  when  tliey  are  far  from  tlio  conductor,  should 
always  be  placed  sufficiently  near  him  to  be  able 
instantaneously  and  strictly  to  obey  the  slightest 
variations  of  movement  and  measure: — 
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Violins,  divided  into  two,  or  iliree,  and  four  parts. 
Violas,  divided  or  not  into  firsts  and  seconds;  and 

of  wliicli  ten  at,  least  should   be  ready  to  play, 

wlien  needed,  the  Viole  d'aiuour. 
Vioioncell<is,  divided  or  not  into  firsts  and  seconds. 
Double-l!asses  with  o  strini;s,   tuned  in  fifths  (G, 

D.  A) 
other  Doul)le-Basses\vith4strings,  tuned  in  fourths 

(E,  A,  D,  G). 
Oclo-Bassi's 
Large  Flutes. 

Third-Flutes  (in  £[>),  improperly  called  in  F. 
Octave  Piccolo  Flutes. 

Piccolo  Flutes  (in  D\t),  improperly  called  in  E\j. 
Hautboys. 
Corni  Inglesi. 
Saxophones. 
Bassons-<]uinte. 
Bassoons. 

Small  Clarinets  (in  Ey). 
Clarinets  (in  C,  or  in  Be*,  or  in  A). 
Bass-Clarinets  (in  B^). 

Horns  (of  which  six  should  be  with  pistons). 
Trumpets. 
Cornets  a  Pistons. 
Alto-Trombones 
Tenor-Trombones. 
Great  Bass-Trombones. 
Ophiclelde  in  C. 
Opiiicleides  in  By. 
Bass-Tubas. 

Harps.  °' 

Pianofortes, 
very  low  Organ,  provided  with  stops  of  at  least  16 

feet. 
Pairs  of  Kettle-Drums  (10  Drummers). 
Drums.  % 

Lou^  Drums. 
Pairs  of  Cymbals. 
Triangles. 
Sets  of  Bells. 

Pairs  of  Ancient  Cymbals  (in  different  keys), 
very  low  (Jreat  Bells. 
Gongs. 
Pavilions  Chinois. 


4">7  Instrumentalists. 

40  Children  Sopranos  (firsts  and  seconds). 
100  Women  Sopranos  (firsts  aiul  seconds). 
100  Tenors  (firsts  and  seconds). 
120  Bas<es  (firsts  and  seconds). 

3''>0  Clioius-singers. 

It  will  be  perceived  that  iti  this  aggregate  of  827 
performers,  the  chorus-singers  do  .not  predomitiate  ; 
ami  even  thus,  there  would  be  much  difficulty  in 
collecting  in  Paris  three  hundred  and  sixty  voices  of 
any  excellence,^ — so  little  is  the  study  of  singing  at 
present  cultivated  or  advanced. 

It  would  tividently  be  necessary  to  adopt  a  style 
of  extraordinary  breadth,  each  time  the  entire  mass 
should  be  put  in  action;  reserving  the  delicate  ef- 
fects, the  light  and  rapid  movements,  for  small  bands 
which  the  author  could  easily  arrange,  and  make 
them  discourse  together  in  th.e  midst  of  this  musical 
multitude. 

Beside  the  radiant  colours  which  this  myriad  of 
different  qualities  in  tone  would  give  out  at  every 
moment,  there  would  be  unheard-of  harmonic  effects 
to  be  deduced  from  them. 


From  the  division  into  eight  or  ten  parts  of  the 
120  violins,  aided  by  the  40  violas,  in  their  high 
notes,  for  the  angelic  aerial  accent,  and  for  the 
pianissimo  tint. 

From  the  division  of  the  violoncellos  and  double- 
basses  below  in  slow  movements,  for  the  melancholy 
religious  accent,  and  for  the  mezzo^forte  tint. 

From  the  union,  /n  a  small  bond,  of  the  very  low 
notes  of  the  (clarinet  fiimily,  for  the  gloomy  accent, 
and  for  the  forte  and  mezzo  forte  tints. 

From  the  union,  in  a  small  hanfl,o{  the  low  notes 
of  the  hautboys,  corni  inglesi,  and  bassons-quinte, 
mingled  with  the  low  notes  of  tlie  large  fhites,  for 
the  religiously  mournful  accent,  and  the  piano  tint. 

From  the  union,  in  a  small  band,  of  the  low  notes 
of  the  ophicleides,  bass-tuba,  and  horns,  tningled 
with  the  pedals  of  the  tenor-trombones,  with  the 
lowest  notes  of  the  bass-trombones,  and  of  the  16  feet 
stop  (open  flute)  of  the  organ,  for  profoundly  grave, 
religious,  and  calm  accents,  and  in  tUa  piano  tint. 

From  the  union,  in  a  small  band,  of  tiie  highest 
notes  of  the  small  clarinets,  flutes,  and  piccolo  flutes, 
for  the  shrill  accent,  and  the  forte  tint. 

From  the  union,  in  a  small  band,  of  the  horns, 
trumpets,  cornets,  trombones,  and  ophicleides,  for  a 
pompous  and  brilliant  accent,  and  for  the  forte  tint. 

From  the  union,  in  a  large  hand,  of  the  oO  harps 
with  the  entire  mass  of  bowed  in.struments  ))laying 
pizzicato, -AwiK  thus  forming  fogelhcr  another  gigantic 
harp  with  nine  hundred  and  thirty  foxir  stiings,  for 
graceful,  brilliant,  and  voluptuous  accents,  in  all  tints 
and  gradations. 

From  the  union  of  the  30  pianofortes  with  the  six 
sets  of  bells,  the  twelve  pairs  of  ancient  cymbals, 
the  six  triangles  (which  might  be  tuiunl,  like  the 
ancient  cymbals,  in  different  keys),  and  tiie  four 
pavilions  chinois,  constituting  a  metallic  orchestra 
of  percussion,  for  joyous  and  brilliant  accents,  in  the 
mezzo  forte  tint. 

From  the  union  of  the  eight  pairs  of  kettle-drums 
with  the  six  drums,  and  the  three  long  drums,  form- 
ing a  small  orchestra  of  percussion,  and  almost  ex- 
clusively rhythmical,  for  the  menacing  accent,  ia 
all  tints. 

From  the  mixture  of  the  two  gongs,  the  two  bells, 
and  the  three  large  cymbals,  with  certain  chords  of 
trombones,  for  the  lugubrious  and  sinister  accent,  in 
the  mezzo  forte  tint. 

How  to  enumerate  all  the  harmonic  aspects  under 
whicli  each  of  these  diffi-rent  groups  associated  with 
other  groups  either  sympathetic  or  antipathetic  with 
them  would  appear! 

There  might  be  given  grand  duets  between  the 
band  of  wind  instruments  and  the  stringed  band. 

Between  one  of  these  two  bands  ami  the  chorus  ;  or- 
between  the  chorus  and  the  harps  and  pianofortes  onl)', 

A  grand  trio  between  the  chorus  in  unison  an<l  \n 
octave,  the  wind  instruments  in  unison  and  in  ociave, 
and  the  violins,  violas,  and  violoncellos  also  in  tniison 
and  in  octave. 

This  same  trio  accompanied  b}'  a  rhythmical  form 
designed  by  all  the  instruments  of  percussion,  the 
double-basses,  the  harps,  and  the  pianofortes. 

.A  simple  chorus,  double  or  triple,  without  accora* 
paniment. 
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An  air  for  violins,  violas,  and  violoncellos  together, 
or  for  wooden  wind  instruments  together,  or  for  brass 
instruments  together,  accompanied  by  a  vocal  hand. 

An  air  for  sopranos,  or  for  tenors,  or  for  basses,  or 
for  all  the  voices  in  octave,  accompanied  by  an 
instrumental  band. 

A  small  choir  singing,  accompanied  by  the  large 
choir,  and  by  some  instruments. 

A  small  band  playing,  accompanied  by  the  large 
orchestra,  and  by  some  voices. 

A  grand  deep  melody,  executed  by  all  the  bowed 
basses;  and  accompanied  above  by  the  violins  divi- 
ded, and  the  harps  and  pianofortes. 

A  grand  deep  melody,  executed  by  all  the  wind 
basses  and  the  organ  ;  and  accompanied  above  by  the 
flutes,  hautboys,  clarinets,  and  tlie  violins  divided. 

Etcetera,  etcetera,  etcetera 

The  system  of  rehearsals  requisite  for  this  colossal 
orchestra  cannot  be  doubted  ;  it  is  that  which  must 
be  adopted  whenever  there  may  be  the  intention  of 
getting  up  a  work  of  grand  dimensions,  the  plan  of 
which  is  complex,  and  certain  parts  or  the  whole  of 
which  offers  difficulties  in  performance  ;  it  is  the 
system  of  partial  rehearsals.  This  is  how  the  con- 
ductor will  have  to  proceed  in  this  analytical  opera- 
tion. 

I  take  for  granted  that  he  knows  thoroughly,  and 
in  its  minutest  details,  the  score  which  he  is  about 
to  have  performed.  He  will  first  appoint  two  sub- 
conductors,  who  should — marking  the  beats  of  the 
bar  in  the  general  rehearsals — keep  their  eyes  con- 
tinually upon  him,  in  order  to  communicate  the 
movement  to  those  masses  too  far  removed  from  the 
centre.  He  will  then  select  rehearsers  for  each  of 
the  vocal  and  instrumental  groups. 

He  will  first  make  them  rehearse  themselves,  that 
they  may  be  well  instructed  in  the  way  in  which 
they  will  have  to  direct  the  portion  of  study  allotted 
to  them. 

The  first  rehearser  will  rehearse  isolatedly  the 
first  sopranos,  then  the  seconds,  and  then  the  firsts 
and  seconds  together. 

The  second  rehearser  will  practise  in  the  same 
way  the  first  and  second  tenors. 

The  third  rehearser  will  do  the  same  by  the  basses. 
After  which,  three  choirs,  each  composed  of  a  third 
of  the  total  mass,  will  be  formed ;  and  then  lastly, 
the  whole  chorus  will  be  pr.ictised  together. 

As  an  accompaniment  to  these  ciioral  studies,  either 
an  organ  or  a  pianoforte  may  be  used  ;  assisted  by  a 
few  wind  instruments,  violins  and  basses. 

The  sub-conductors  and  the  orchestral  rehearsers 
will  practise  isolatedly  in  the  same  way : — 

Istly.  The  first'and  second  violins  separately; 
then  all  the  violins  together. 

2ndly.  The  violas,  violoncellos,  and  double-basses 
separately  ;  then  all  together. 

3rdly.  The  entire  mass  of  bowed  instruments. 

4thly.  The  harps  alone. 

5thly.  The  pianofortes  alone. 

6thly.  The  harps  atid  pianofortes  together. 

7tbly.  Tlie  wooden  wind  instruments  alone. 


Sthly.  The  brass  wind  instruments  alone. 

9thly.  All  the  wind  instruments  together. 

lOthly.  The  instruments  of  percussion  alone ; 
particularly  teaching  the  kettle-drummers  to  tune 
their  kettle-drums  well. 

llthly.  The  instruments  of  percussion  joined 
with  the  wind  instruments. 

12thly.  Lastly,  the  whole  vocal  and  instrumental 
mass  united,  under  the  direction  of  the  conductor 
himself. 

This  method  of  proceeding  will  have  the  result  of 
inducing,  first,  an  excellence  of  execution  that  never 
could  be  obtained  beneath  the  old  system  of  collective 
study ;  and  next,  of  requiring  from  each  performer 
but  four  rehearsals  at  most.  It  should  not  be  neg- 
lected to  have  a  profusion  of  tuning-foi-ks  of  the 
exact  pitch,  among  the  members  of  the  orchestra; 
it  is  the  sole  means  by  which  the  accurate  tuning  of 
this  crowd  of  instruments  of  such  various  nature  and 
temperament  can  be  assured. 

Vulgar  prejudice  stigmatizes  large  orchestras  as 
noisy:  but  if  they  be  well  constituted,  well  prac- 
.tised,  and  well  conducted ;  if  they  perform  sterling 
music,  they  should  be  called  powerful ,'  and  cer- 
tainly, nothing  is  more  dissimilar  than  these  two 
expressions.  A  trumpery  little  vaudeville  orchestra 
may  be  noisy,  when  a  large  body  of  musicians  prop- 
erly' employed  shall  be  of  extreme  softness :  and 
shall  produce — even  in  their  loudest  effects — sounds 
the  most  beautiful.  Three  ill-placed  trombones  will 
seem  noisy,  insufferable  ;  and  the  instant  after,  in  the 
same  room,  twelve  trombones  will  strike  the  public 
by  their  noble  and  powerful  harmony. 

Moreover,  unisons  acquire  real  value  only  when 
multiplied  beyond  a  certain  "number.  Thus,  four 
violins  of  first-rate  skill  playing  together  the  same 
part  will  produce  but  a  very  poor  effect, — nay,  per- 
haps, even  detestable ;  while  fifteen  violins  of  ordi- 
nary talent  shall  be  excellent.  This  is  why  small 
orchestras — whatever  the  merit  of  the  performers 
who  compose  them — have  so  little  effect,  and  conse- 
quently so  little  value. 

But  in  the  thousand  combinations  practicable  with 
the  vast  orchestra  we  have  just  described,  would 
dwell  a  wealth  of  hariflony,  a  variety  of  qualities  in 
tone,  a  succession  of  contrasts,  which  can  be  com- 
pared to  nothing  hitherto  achieved  in  art ;  and 
above  all,  an  incalculable  melodial,  expressive,  and 
rhythmical  power,  a  penetrating  force  of  unparalleled 
strength,  a  prodigious  sensitiveness  for  gradations  of 
aggregate  and  of  detail.  Its  repose  would  be  ma- 
jestic as  the  slumber  of  ocean ;  its  agitations  would 
recall  the  tempest  of  the  tropics ;  its  explosions,  the 
outbursts  of  volcanoes ;  therein  would  be  found  the 
plaints,  the  murmurs,  the  mysterious  sounds  of 
primeval  forests ;  the  clamours,  the  prayers,  the 
songs  of  triumph  or  of  mourning  of  a  people  with 
expansive  soul,  ardent  heart,  and  fiery  passions ;  its 
silence  would  inspire  awe  by  its  solemnity  ;  and 
organizations  the  most  rebellious  would  shudder  to 
behold  its  crescendo  spread  roariugly, — like  a  stu- 
pendous conflagration ! 
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The  Orchestral  Conductor. 
Theory  of  his  Art. 

Music  appears  to  be  the  most  exacting  of  all  the 
arts,  the  most  difficult  to  cultivate,  and  that  of 
which  the  productions  are  most  rarely  presented  in 
a  condition  which  permits  an  appreciation  of  their 
real  value,  seeing  clearly  their  physiognomy,  or  dis- 
covering their  real  meaning  and  their  true  character. 
Of  all  producing  artists,  the  composer  is  almost  the 
only  one,  in  fact,  who  depends  upon  a  multitude  of 
intermediate  agents  between  the  public  and  himself; 
intermediate  agents,  either  intelligent  or  stupid, 
devoted  or  hostile,  active  or  inert,  capable — from 
first  to  last — of  contributing  to  the  brilliancy  of  his 
work,  or  of  disfiguring  it,  misrepresenting  it,  and 
even  destroying  it  completely. 

The  singers  have  often  been  accused  of  forming 
the  most  dangerous  of  these  intermediate  agents ; 
but,  in  my  opinion,  without  justice.  The  most  for- 
midable, to  my  thinking,  is  the  conductor  of  the 
orchestra.  A  bad  singer  can  spoil  only  his  own 
part ;  while  an  incapable  or  malevolent  conductor 
ruius  all.  Haf)py,  also,  may  that  composer  esteem 
himself,  when  the  couductor  into  whose  hands  he 
has  fallen,  is  not  at  once  incapable  and  inimical. 
For  nothing  can  resist  the  pernicious  influence  of 
this  person.  The  most  admirable  orchestra  is  then 
paralyzed,  the  most  excellent  singers  are  perplexed 
and  rendered  dull ;  there  is  no  longer  any  vigour  or 
unity ;  under  such  direction,  the  noblest  boldnesses 
of  the  author  appear  extravagances,  enthusiasm  be- 
holds its  soaring  flight  checked,  inspiration  is  vio- 
lently brought  down  to  earth,  the  angel's  wings  are 
fallen,  the  man  of  genius  passes  for  a  madman  or  an 
idiot,  the  divine  statue  is  precipitated  from  its  ped- 
estal and  dragged  in  the  mud.  And,  what  is  worse, 
the  public,  and  even  those  auditors  endowed  with 
the  highest  musical  intelligence,  are  reduced  to  an 
impossibility  (if  a  new  work  be  in  questiou,  which 
they  are  hearing  for  the  first  time)  of  recognizing 
the  ravages  perpetrated  by  the  orchestral  conductor, 
of  discovering  the  f<)llies,  faults,  and  crimes  he  com- 
mits. If  they  clearly  perceive  certain  defects  of 
execution,  it  is  not  him,  but  his  victims,  who  are  in 
Buch  cases  made  responsible.  If  he  have  caused  the 
chorus-singers  to  fail  in  taking  up  a  point  in  a  finale, 
if  he  have  allowed  a  discordant  wavering  to  take 
place  betweeti  the  choir  and  the  orchestra,  or  between 
the  two  extreme  sides  of  the  instrumental  body,  if 
he  have  absurdly  hurried  a  movemeut,  if  he  have 
allowed  it  to  linger  unduly,  if  he  have  interrupted  a 
singer  before  the  end  of  a  phrase,  they  exclaim  : — 
"The  singers  are  detestable !  The  orchestra  has  no 
firmness ;  the  violins  have  disfigured  the  principal 
design ;  everybody  has  been  wanting  in  vigour  and 
animation  ;  tiie  tenor  was  quite  out,  he  did  not  know 
his  part, — the  harmony  is  confused;  the  author  is  no 
accompanyist ;  the  voices  are,  «&c.",  &c.,  &c." 

It  is  hardly,  except  in  listening  to  the  great  works 
already  known  and  esteemed,  that  intellig(^nt  hearers 
can  distinguish  the  true  culprit,  and  allot  to  each  his 
due  share  of  blame;  but  the  number  of  these  is  still 
so  limited,  that  their  judgment  has  little  weight; 
and   the   bad   couductor, — in  presence  of  the  same 


public  who  would  pitilessly  hiss  a  vocai  accident  of 
a  good  singer, — reigns,  with  all  the  calm  of  a  bad 
conscience,  in  his  baseness  and  inefficiency.  Fortu- 
nately, I  here  attack  an  exception  ;  for  the  malevo- 
lent orchestral  conductor — whether  capable  or  not^ 
is  very  rare. 

The  orchestral  conductor  full  of  good-will,  but 
incapable,  is,  on  the  contrary,  very  common.  With- 
out speaking  of  the  iniuimerable  mediocrities,  direct- 
ing artists,  who,  fre<juently,  are  greatly  their  superi- 
ors, an  author,  for  example,  can  scarcely  be  accused 
of  conspiring  against  his  own  works  ;  and  yet,  how 
many  are  there,  who,  fancying  they  are  able  to  con- 
duct, iruiocently  injure  their  best  scores. 

Beethoveu,  it  is  said,  more  than  once  ruined  the 
performance  of  his  symphonies ;  which  he  would 
conduct,  even  at  the  time  when  his  deafness  had 
become  almost  com])lete.  The  musicians,  that  tliey 
might  keep  together,  agreed  at  length  to  follow  the 
slight  indications  of  time  wiiich  the  conrert-meister 
(first  violin  leader)  gave  thein  ;  and  not  to  attend  to 
Beethoven's  conducting-stick.  Moreover,  it  should 
be  observed,  that  conducting  a  symphony,  an  over- 
ture, or  any  other  compositiou  whose  movements 
remaiu  continuous,  vary  little,  and  contain  few  nice 
gradations,  is  child's  play  in  comparison  with  con- 
ducting an  opera,  or  tlie  like  work,  where  there  are 
recitatives,  airs,  and  lUimerous  orchestral  designs 
preceded  by  pauses  of  irregular  length. 

The  example  of  Beethoven,  which  I  have  just 
cited,  leads  me  at  once  to  say  that  if  the  direction  of 
an  orchestra  appear  to  me  very  difficult  for  a  blind 
man,  it  is  indisputably  impossible  for  a  deaf  one  ; 
whatever  may  have  been  his  technical  talent,  before 
losing  his  sense  of  hearing. 

The  orchestral  conductoi-  should  see  and  hear;  he 
should  be  active  and  vigorous,  should  know  the 
composition,  the  nature  and  compass  of  the  instru- 
ments, should  be  able  to  read  the  score,  and  possess, 
— besides  the  especial  talent  of  which  we  are  going 
to  endeavor  to  explain  the  constituent  qualities, — 
other  almost  indefinable  gifts,  without  which  an 
invisible  link  cannot  establish  itself  between  him  and 
those  he  directs  ;  the  faculty  of  transmitting  to  them 
his  feeling  is  denied  him,  and  thence,  power,  empire, 
and  guiding  influence  completely  fail  him.  It  is  then 
no  longer  a  conductor,  a  director,  but  a  simple  beater 
of  the  time, — supposing  he  knows  how  to  beat  it, 
and  divide  it,  regularly. 

They  should  feel  that  he  feels,  comprehends,  and 
is  moved  ;  then  his  feeling,  his  emotion  communicate 
themselves  to  those  whom  he  directs,  his  inward  fire 
warms  them,  his  electric  glow  electrifies  them,  his 
force  of  impulse  excites  them ;  he  throws  around  him 
the  vital  irradiations  of  Musical  Art.  If  he  be  inert 
and  frozen,  on  the  contrary,  he  paralyzes  all  about 
him,  like  those  floating  masses  of  the  polar  seas,  the 
approach  pf  which  is  perceived  from  the  sudden 
cooling  of  the  atmosphere. 

His  task  is  a  complicated  one.     He  has  not  only 

to  conduct,  in  the  spirit  of  the  author's  intentions,  a 

work  with  which  the  performers  have  already  become 

acquainted,  but   he  has  also   to  give   them  this  ac- 

I  (jiiaintance,  when    a    work    is    in    question    that   is 

I  new  to   tiiem.     lie  has  to  criticise  the  errors  and 
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defects  of  each,  diiriug  the  rehearsals,  and  tu  organize 
the  resources  at  his  disposal  in  such  a  way  as  to  de- 
rive the  best  use  lie  can  of  them,  with  tiie  utmost 
])rom{>titude.  For.  in  the  majority  of  European 
■cities  now-a-days,  Musical  Artizanship  is  so  ill  dis- 
tributed, performers  so  ill  paid,  and  the  necessity  of 
«tudy  so  little  understood,  that  economy  of  time 
should  be  reckoned  among  the  most  imperative 
requisites  of  the  orchestral  conductor's  art. 

Let  us  now  examiue  what  forms  the  mechanical 
part  of  this  art. 

The  talent  of  heater  of  the  time,  without  demand- 
ing very  high  musical  attainments,  is  nevertheless 
sufficiently  difficult  to  obtain  ;  and  very  few  persons 
really  possess  it.  The  signs  that  the  conductor 
sliould  make, — although  generally  very  simple — 
nevertheless  become  complicated  under  certain  cir- 
cumstances, by  the  division  and  even  the  subdivision 
of  the  time  of  the  bar. 

The  conductor,  above  all,  is  bound  to  possess  a 
clear  idea  of  the  principal  points  and  character  of  the 
work  of  which  he  is  about  to  superintend  the  per- 
formance or  stuily  ;  in  order  that  he  may,  without 
hesitation  or  mistake,  at  once  determine  the  time  of 
each  movement  desired  by  the  composer.  If  he  have 
not  had  the  opportunity  of  receiving  his  instructions 
directly  from  this  latter,  or  if  the  times  have  not  been 
transmitted  to  him  by  tradiiion.  he  must  have  recourse 
to  the  indications  of  the  metronome,  and  study  them 
well ;  the  majority  of  composers  having  now-a-days 
the  precaution  to  write  them  at  the  head  and  in  the 
course  of  their  pieces.  I  do  not  mean  by  this  to  say 
that  it  is  necessary  to  imitate  the  mathematical  regu- 
larity of  tiie  metronome ;  all  music  so  performed 
would  Itecome  of  freezing  stiffness,  and  I  even  doubt 
whether  it  would  be  possible  to  observe  so  flat  a 
uniformity  during  a  certain  number  of  bars.  But 
the  metronome  is  none  the  less  excellent  to  consult, 
in  order  to  know  the  original  time,  and  its  chief 
alterations. 

If  the  conductor  possess  neither  the  author's 
instructions,  tradition,  nor  metronome,  indications, — 
which  frecpiently  happens  in  the  ancient  master- 
pieces, written  at  a  period  when  tlie  metronome  was 
notlinvented, — he  has  no  other  guide  than  the  vague 
terrns  employed  to  desiginate  the  time  to  be  taken, 
and  his  own  instinct ;  his  feeling — more  or  less  dis- 
tinguishing, more  or  less  just, — of  the  author's  style. 
We  are  compelled  to  admit,  that  these  guides  are  too 
often  insufficient  and  delusive.  Of  this  we  have 
jiioof,  in  seeing  how  old  operas  are  given  in  towns 
where  the  traditional  mode  of  performance  no  longer 
exists.  In  ten  different  kinds  of  time,  there  will 
always  be  at  least  four  taken  wrongly.  I  once  heard 
a  chorus  of  Iphigenia  in  Tauride  performed  in  a 
German  theatre  allegro  assai,  two  in  the  bar;  in- 
stead of  allegro  non  troppo,foxir  in  the  bar;  that  is 
to  say,  exactly  twice  too  fast.  Examples  might  be 
multiplied  of  such  disasters,  occasioned  either  by 
the  ignorance  or  the  carelessness  of  conductors  of 
orchestras  ;  or  else  by  the  real  difficulty  which  exists 
for  even  the  best-gifted  and  most  careful  men,  to 
discover  the  precise  meaning  of  the  Italian    term 


used  as  indications  of  the  time  to  be  taken.  Of  course 
no  one  can  be  at  loss  to  distinguish  a  Largo  from  a 
Presto.  If  the  Presto  be  two  in  a  bar,  a  tolerably 
sagacious  conductor,  from  inspection  of  the  passages 
and  melodial  designs  contained  in  the  piece,  will  be 
able  to  trace  the  degree  of  cpiickness  intended  by  the 
author.  But  if  the  Largo  be  four  in  a  bar,  of  simple 
melodial  structure,  and  containing  but  few  notes  in 
each  bar,  what  means  would  the  hapless  conductor 
have  of  discovering  the  true  time?  And  in  how 
many  ways  might  he  not  be  deceived !  The  differ- 
ent degrees  of  slowness  that  might  be  assigned  to  the 
performance  of  such  a  Largo  are  very  numerous ; 
the  individual  feeling  of  the  orchestral  conductor 
must  thence  become  the  sole  authority  ;  and  after 
all,  it  is  the  author's  feeling,  and  not  his,  which  is  in 
question.  Composers  therefore  ought  not  to  neglect 
placing  metronome  indications  in  their  works ;  and 
orchestral  conductors  are  bound  to  study  them  closely 
The  neglect  of  this  study  on  the  part  of  the  latter, 
is  an  act  of  dishonesty. 

I  will  now  suppose  the  conductor  to  be  perfectly 
well  acquainted  with  the  times  of  the  different  move- 
ments in  the  work  of  which  he  is  about  to  conduct 
the  performance  or  rehearsals ;  he  wishes  to  impart 
to  the  musicians  acting  under  his  orders,  the  rhyth- 
mical feeling  within  him,  to  decide  the  duration  of 
each  bar,  and  to  cause  the  uniform  observance  of 
this  duration  by  all  the  performers.  Now  this  pre- 
cision and  this  uniformity  can  only  be  established  in 
the  more  or  less  numerous  assemblage  of  band  ami 
chorus,  by  means  of  certain  signs  made  by  their 
conductor. 

These  signs  indicate  the  principal  divisions,  the 
accents  of  the  bar,  and,  in  many  cases,  the  subdivi- 
sions, and  the  half-accents.  I  need  hardly  here  ex- 
plain what  is  meant  by  the  'accents'  (accented  and 
tmaccented  part  of  a  bar)  ;  I  am  pre-supposing  that 
I  address  musicians. 

The  orchestral  conductor  generally  uses  a  small 
light  stick,  of  about  a  foot  in  length,  and  rather 
whitish  than  of  a  dark  colour  (it  is  seen  better),  which 
he  holds  in  his  right  hand,  and  to  make  clearly  dis- 
tinct his  mode  of  marking  the  cominencment,  the 
interior  division,  and  the  close  of  each  bar.  The  bow, 
employed  by  some  violinist-conductors  (leaders),  is 
less  suitable  than  the  stick.  It  is  somewhat  flexible  ; 
this  want  of  rigidity,  and  the  slight  resistance  it  also 
offers  to  the  air,  on  account  of  its  appendage  of  hair, 
render  its  indications  less  precise. 

The  simplest  of  all  times. — two  in  a  bar, — is  like- 
wise beaten  simply. 

The  arm  and  the  stick  of  the  conductor  being 
raised,  so  that  his  hand  is  on  a  level  with  his  head 
he  marks  the  first  beat,  by  dropping  the  point  of  his 
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stick  perpendicularly  from  up  to  down  (py 
the  bending  of  Ids  wrist,  as  much  as 
possible ;  and  not  by  lowering  the  whole 
arm),  and  the  second  beat  by  raising  per- 
pendicularly   the    stick     by    a    contrary' 

gesture. 

.  .  ...        1 

The  time — one  in  a  bar — being  in  reality,  1 

and  particularly  for  the  conductor,  but  the  time  of 
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two  in  a  bar  extremely  rapid,  should  be  beaten  like 
the  preceding.  As  the  conductor  is  obliged  to  raise 
the  point  of  his  stick,  after  having  lowered  it,  more- 
over necessarily  divides  this  into  two  {)ortions.      gf 

In  the  time — four  in  a  bar — the  first  gesture, 
from  up  to  down,  is  universally  adopted  for 
marking  the  first  accented  part,  the  commence- 
ment of  the  bar. 

1 

The  second  movement  made  by  the  conducting- 

stick,  from   right  to  left,  rising,    ^^"~-^^^    indicates 

the  second  beat  (first  unaccentad  pBrt.)  A  third, 
transversely,  from  left  to  rigiit,  ^ ^  indicates 

the  third  beat  (second  accented  part);  and  a  fourth, 
obliquely,  from  down  to  up,  indicates  the  fourth 
beat  (second  unaccented  part).  The  combination  of 
these  four  gestures  may  be  figured  tlwis: — 


2      m 


X 


-•l-  ^  It  is  of  importance  tiiat 

the  conductor,  in  deliver- 
ing tiuis  his  difierent  di- 
rections, should  not  move 
his   arm   much;    and  con- 

\'        '    sequently,    not    allow    his 
stick   to   pass  over  much 
^ T  space ;    for  each    of  these 

gestures     should    operate 
^  nearly  instantaneously;  or 

at  least,  take  but  so  slight  a  movement  as  to  be  im- 
perceptible. If  this  movement  become  perceptible, 
on  the  contrary,  multiplied  by  the  number  of  times 
that  this  gesture  is  repeated,  it  ends  by  throwing  the 
conductor  behindhand  in  the  time  he  is  beating,  and 
by  giving  to  bis  conducting  a  tardiness  that  proves 
injurious.  This  defect,  moreover,  has  the  result  of 
needlessly  fatiguing  the  conductor,  and  of  producing 
exaggerated  evolutions,  verging  on  tlie  ridiculous, 
which  attract  the  spectators'  attention,  and  become 
very  disagreeable  to  witness. 

In  the  time,  three  in  a  bar,  the  first  gesture  made 
from  up   to  down,  is  likewise  univer-  ^ 
sally  adopted,    for    marking    the    first  ' 
beat;     but    there     are     two    ways   of 
marking  the  second.     The  majority  of 
orchestral    condiuaors    indicate    it    by 
a  gesture  from  Icfl  to  ri^lit  ;   tluis  : — 

Some  German    Ka])el-meisters  do   the  contrary  ; 
and  carry  the  stick  from  right  to  left ;  thus: — 

1^  This  way  has  the  disadvantage, — 
when  the  conductor  turns  his  back  to 
the  orchestra,  as  takes  place  in  thea- 
tres,— of  permitting  only  a  small 
number  of  musicians  to  peiceive  the 
very  important  indication  of  the  sec- 
ond beat;  the  body  of  the  conductor  then  hiding  the 
movement  of  iiis  arm.  The  other  method  of  pro- 
ceeding is  preferable ;  since  the  conductor  stretches 
his  arm  ot<<?/;ar(?s,  withdrawing  it  from  his  chest; 
and  his  stick,  which  he  takes  care  to  raise  slightlv 
above  the  level  of  his  shoulder,  remains  perfectly 
visible   to   all   eyes.     When  the  conductor  faces  the 
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players,  it  is  immaterial  whether  he  mark  the  second 
beat  to  the  right,  or  to  the  left. 

However  that  may  be,  the  third  beat  of  the  time, 
three  in  a  bar,  is  always  marked  like  the  last  of  the 
time,  four  in  a  bar ;  by  an  oblique  movement 
upwards. 

9 


1 
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The  times, — five  and  seven  in  a  bar, — would  be 
more  comprehensible  for  the  performers,  if,  instead 
of  indicating  them  by  a  particular  series  of  gestures, 
they  were  treated  as  though  the  one  were  composed 
of  three  and  two  in  a  bar,  and  the  other  composed 
of  four  and  three. 


Then,  these  times  would  | 
be  beaten  thus  : — 


Examile  of  seven  in  a  bar : — 


These  different  times,  in  order  to  be  divided  in 
this  way.  aie  assumed  to  belong  to  movements  of 
moderate  measure.  It  would  not  hold  good,  if  their 
measure  were  either  very  (juick  or  yery  slow. 

The  time,  two  in  a  bar.  I  have  already  signified, 
cannot  be  beaten  otherwise  than  as  we  have  before 
seen — whatever  its  degree  of  rapidity.  But  if,  as  an 
exception,  it  should  be  very  slow,  the  conductor 
ought  to  subdivide  it. 

A  time,  four  in  a  bar,  very  rapid,  on  the  contrary, 
should  be  beaten  two  in  a  bar ;  the  four  accustomed 
gestures  of  a  moderate  movement  becoming  then  so 
hurried,  as  to  present  nothing  decided  to  the  eye, 
and  serving  only  to  confuse  the  performer  instead  of 
giving  him  confidence.  Moreover, — and  this  is  of 
much  more  consequence, — the  conductor,  by  making 
uselessly  these  four  gestures  in  a  quick  movement, 
renders  the  pace  of  the  rhytliin  awkward,  and  loses 
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the  freedom  of  gesture  which  a  simple  division  of  the 
time  into  its  half,  would  leave  him. 

Generally  speaking,  composers  are  wrong  to  write, 
in  such  a  case,  the  indication  of  the  time  as  four  in 
a  bar.  "When  the  movement  is  very  brisk,  they 
should  never  write  any  other  than  the  sign  ^,  and 
not  that  of  jg,  which  might  lead  the  conductor  into 
error. 

It  is  exactly  the  same  for  the  time,  three 
in  a  bar,  fast  |,  or  |.  Then,  the  gesture 
of  the  second  beat  must  be  omitted;  and, 
by  remaining  the  period  of  a  beat  longer  on 
the  first,  only  raise  the  stick  at  the  third. 

1»&2 

It  would  be  absurd  to  attempt  to  beat  the  three  in 
a  bar  of  one  of  Beethoven's  scherzos. 

The  contrary  is  the  case  for  these  two  times,  as 
for  that  of  two  in  a  bar.  If  the  movement  be  very 
slow,  each  time  must  be  divided  ;  and  consequently 
eight  gestures  must  be  made  for  the  time,  four  in  a 
bar,  and  six  for  the  time,  three  in  a  bar,  repeating 
(and  shortening)  each  of  the  principal  gestures  we 
have  before  instanced. 


Example  of   four 
in  a  bar,  very  slow : 


Example  of  three  in  a  bar, 
very  slow : 


The  arm  should  remain  wholly  unaiding  to  the 
little  supplementary  gesture,  instanced  for  the  sub- 
division of  the  bar  ;  merely  the  wrist  causing  the 
stick  to  move. 

This  division  of  the  different  times  is  intended  to 
prevent  the  rhythmical  divergings  which  might  easily 
take  place  among  the  performers,  during  the  interval 
which  separates  one  beat  from  the  other.  For  the 
conductor  not  indicating  anything  during  this  long 
period  (rendered  somewhat  considerable  by  the 
extreme  slowness  of  the  movement),  the  players  are 
then  entirely  left  to  themselves,  without  conductor; 
and  as  the  rhythmical  feeling  is  not  the  same  with 
all,  it  follows  tiiat  some  hurry,  while  others  slacken, 
and  unity  is  soon  destroyed.  The  only  exception 
that  could  be  made  to  this  rule,  would  be  in  conducting 
a  first-rate  orchestra,  composed  of  performers  who  are 
well  acquainted  with  each  other,  are  accustomed  to 
play  together,  and  know  almost  by  heart  the  work 


tliey  are  executing.  And  even  then, — under  these 
circumstances, — the  inattention  of  a  single  player 
might  occasion  an  accident.  Why  incur  its 
possibility  ?  I  know  that  certain  artists  feel  their 
self-love  hurt  to  be  thus  kept  in  leading-strings 
(like  children,  they  say)  ;  but  with  a  conductor  who 
has  no  other  view  than  the  excellence  of  the  ultimate 
result,  this  consideration  can  have  no  weight.  Even 
in  a  quartett,  it  is  seldom  that  the  individual  feeling 
of  the  players  can  be  left  entirely  free  to  follow  its 
own  dictates  :  in  a  symphony,  it  is  that  of  the  con- 
ductor which  must  rule;  the  art  of  comprehending 
it  and  fulfilling  it  with  unanimity,  constitutes  the  per- 
fection of  execution;  and  individual  wills, — which, 
besides,  can  never  agree  one  with  another, — should 
never  be  permitted  to  manifest  themselves. 

This  being  fully  understood,  it  will  be  seen  that 
subdivision  is  still  more  essential  for  very  slow  times ; 
as  those  of  f ,  f ,  §,  ^^,  &c. 

But  these  times — where  the  triple  rhythm  plays 
so  important  a  part, — may  be  divided  in  various  ways. 

If  the  movement  be  brisk  or  moderate,  it  is  well 
scarcely  ever  to  indicate  other  than  the  simple  beats 
of  these  times,  according  to  the  procedure  adopted 
for  the  analogous  simple  times. 

The  times  of  g 
fore,  are  to  be  beaten  like  those  of  two  in  a  bar : — 
^  —  or  2  —  or  | ;  the  time,  |  allegro,  should  be 
beaten  like  that  of  three  in  a  bar  : — |  moderate,  or 
like  that  of  §  andantino  ;  and  the  time,  ^^  moderato 
or  allegro,  like  the  time,  simple  four  in  a  bar. 
But  if  the  movement  is  adagio,  or,  still  more,  largo- 
assai,  andante-maestoso,  it  should  be  (according  to 
the  form  of  the  melody,  or  the  predominant  design) 
beaten,  either  all  the  quavers,  or  a  crotchet  followed 
by  a  quaver  for  each  beat. 

Lorr/hetto  Ora'i'o^"- 


llegretto,  and  of  ^  allegro,  there- 


.0-0. 


UUI?* 


=1= 


^ 


It  is  unnecessary,  in  this  time,  three  in  a  bar,  to 
mark  all  the  quavers ;  the  rhythm  of  a  crotchet 
followed  by  a  quaver  in  each  beat  suffices. 

Then,  as  the  subdivision,  the  little  supplementary 
gesture  for  simple  times,  should  be  made;  only,  this 
subdivision  will  separate  each  beat  into  two  unequal 
portions,  since  it  is  requisite  to  indicate  visibly  the 
value  of  the  crotchet,  and  that  of  the  quaver. 

If  the  movement  be  still  slower,  there  can  be  no 
hesitation  ;  the  only  way  to  ensure  unity  of  execution, 
is  to  beat  all  the  quavers,  whatever  be  the  nature  of 
the  written  bar  : — 


Adacjio. 
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In  these  three  measures,  with 
their  indicated  kind  of  move- 
ment, the  conductor  mast  beat 
three  quavers  at  a  time,  three 
down,  and  three  up,  for  the  time 
ofg:— 


Three  down,  three  to  the 
right,  and  three  up,  for  the 
time  of  §  : — 


m 


nrV 


w 


Three  down,  three  to  the 
left,  three  to  the  right,  and 
three   up,   for   the   time   of_^ 


A  dilemma  sometimes  presents  itself;  it  is  when 
in  a  score,  certain  parts  are  given — for  the  sake  of 
contrast — a  triple  rhythm,  while  others  preserve  the 
dual  rhythm. 

Andante. 


Wind 
Instrumeuts. 


Violin. 


piftE^S^^S!^] 


No  doubt,  if  the  wind-instrument  parts  in  the  above 
example  be  confided  to  players  who  are  good  musi- 
cians, there  will  be  no  need  to  change  the  manner  of 
marking  the  bar,  and  the  conductor  may  continue  to 
subdivide  it  by  six,  or  to  divide  it  simply  by  two;  the 
majority  of  players,  however,  in  seeming  to  hesitate 
at  the  moment  when,  by  employing  the  syncopated 
form,  the  triple  rhythm  intervenes  amidst  the  dual 
rhythm,  require  assurance,  which  can  be  given  by 
this  means.  The  uncertainty  occasioned  them  by  the 
sudden  appearance  of  this  unexpected  rhythm,  and 
which  the  rest  of  the  orchestra  contradicts,  always 
leads  the  performers  to  cast  instinctively  a  glance 
towards  the  conductor,  as  if  seeking  his  assistance. 
He  should  also  look  at  them,  turning  rather  towards 
them,  and  marking,  by  very  slight  gestures,  the  triple 
rhytiim,  as  if  the  time  were  really  three  in  a  bar,  in 
Buch  a  way  that  tiie  violins  and  other  instruments 
playing  in  dual  rhythm,  may  not  observe  this  change, 
whicli  would  quite  put  them  out.  From  this  com- 
promise, it  results  that  the  new  riiythm  of  three-time 


being  marked  furtively  by  the  conductor,  is  then  ex- 
ecuted with  steadiness;  while  the  two-time  rhythm, 
already  firmly  established,  continues  without  diffi- 
culty, although,  no  longer  indicated  by  the  conductor. 
On  the  other  hand,  nothing,  in  my  opinion,  can  be 
more  blumable  or  more  contrary  to  nnisical  good 
sense,  than  the  application  of  this  procedure  to 
passages  where  two  rhythms  of  opposite  nature  do 
not  co-exist ;  and  where  merely  syncopations  are 
introduced.  The  conductor,  dividing  the  bar  by 
the  number  of  accents  he  finds  contained  in  it, 
then  destroys  (for  all  the  auditors  who  see  him) 
the  effect  of  syncopation ;  and  substitutes  a  flat 
change  of  time,  for  a  play  of  rhythm  of  the  most  be- 
witching interest.  This  is  what  takes  place,  if  the 
accents  be  marked,  instead  of  the  beats,  in  the  follow- 
ing passage  from  Beethoven's  Pastoial  Symphony  : — 


Andante.  ■~^      —^       — ^v       -~v       ^     — v     tr 


And  if  the  six  gestures  above  indicated  be  made 
instead  of  the  four  previously  maintained,  which 
display  and  make  better  felt  the  syncopation  : — 


Andante.—^      — ^       — v^       — , 

This  voluntary  submission  to  a  rhythmical  form 
which  the  author  intended  to  he  thioarted,  is  one 
of  the  gravest  faults  in  style  that  a  beater  of  the  time 
can  commit. 

Thei'e  is  another  dilemma,  exti'emely  troublesome 
for  a  conductor ;  and  which  demands  all  his  presence 
of  mind.  It  is  that  presented  by  the  super-addition 
of  different  bars.  It  is  easy  to  conduct  a  bar  in  two 
dual  times  placed  above  or  beneath  another  bar  in 
two  triple  times,  if  both  be  in  the  same  kind  of 
movement ;  they  are  then  equal  in  duration,  and 
there  needs  only  to  divide  them  in  half,  marking  the 
two  principal  beats  : — 


'Er^FF^^"^¥^^ 


Rut  if,  in  the  middle  of  a  piece  slow  in  movement, 
there  be  introduced  a  new  form,  brisk  in  movement, 
and  if  the  composer  (either  for  the  sake  of  facilitat/- 
ing  the  execution  of  the  quick  movement,  or  because 
it  was  impossible  to  write  otherwise)  have  adopted 
for  this  new  movement  the  short  bar  which  corres- 
ponds with  it,  there  may  then  occur  two  or  even 
three  short  bars  super-added  to  a  slow  bar :— 
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Aileijro. 


IS^Q^I 


Senipre  Andante. 


No.  2, 


gJE^j^^Psj 


g^-E^^^fezitg=g=4 


'5  '       No.  3. 

Three  bars  to  one. 


The  conductor's  task  is  to  guide  and  keep  together 
these  different  bars  of  unequal  number  and  dissimilar 
movement.  He  attains  tliis,  by  commencing  with  divid- 
ing the  beats  in  the  andante  bar  No.  1,  which  precedes 
the  entrance  of  the  allegro  in  §,  and  by  continuing  to 
divide  them  still;  but  taking  care  to  mark  this  division 
yet  more.  The  players  of  the  allegro  in  %  then  compre- 
hend that  the  two  gestures  of  the  conductor  represent 
the  two  beats  of  their  short  bar,  while  the  players  of  the 
andante  take  these  same  gestures  merely  for  a  divided 
beat  of  their  long  bar. 


Bar  N".  1. 


Bars  Nos,  2,  3,  an(  so  on. 

This, — it  will  be  seen, — is  quite  simple,  in  fact;  be- 
cause the  division  of  the  short  bar,  and  the  subdivisions 
of  the  long  one,  mutually  correspond.  The  following  ex- 
ample, where  a  slow  bar  is  super-added  to  the  short  ones, 
without  this  correspondence  existing,  is  more  awkward : — 


#:t: 


i 


Alia,  aasai. 
Violas. 


MsjSgifeEE^b^^l 


Allegretto. 


Doubly  slow. 


itti: 


-*} — ?■ 


m 


No.  1.  No.  2. 

Maintain  in  the  same  movement. 


->„ 


No.  3. 


^-4^-i^illr -i&  ^-4-  -4r-4r4r4-4-.4r4--4r  -lh4r  -#" 


® 


!  7— ■— « » — • •    '    4   .    •—r-^—i-0r» 


-0'.    -0 — 0-  -0 — 0 — •-:-#-:    -0T0-0-0'.0^ 


I 


M- 


ESzd=dd=:|=5dE3 

-0-  -0-.-0-    -0 0-.-0     -0- 


Here,  the  three  bars  allegro-assai,  which  precede  the 
allegretto,  are  beaten  in  simple  two-time,  as  usual.  At 
the  moment  when  the  allegretto,  begins,  the  bar  of 
which  is  double  that  of  the  pre- 
ceding, and  of  the  one  maintained 
by  the  violas,  the  conductor  marks 
two  divided  beats  for  the  long  bar, 
by  two  equal  gestures  down,  and 
two  others  up; — 


r   Y 


V 


The  two  large  gestures  divide  the  long  bar  in  half,  and 
explain  its  value  to  the  hautboys,  without  perplexing 
the  violas,  who  maintain  the  brisk  movement,  on  ac- 
count of  the  little  gesture  which  also  divides  in  half  their 
short  bar. 


From  bar  No.  3,  the  conductor  ceases  to  divide  thus 
the  long  bar  by  four,  on  account  of  the  triple  rhythm  of 
the  melody  in  g,  which  this  gesture  interferes  with.  He 
then  confines  himself  to  marking  the  two  beats  of  the 
long  bar;  and  the  violas  already  launched  in  their  rapid 
rhythm  continue  it  without  difficulty,  comprehending 
exactly  that  each  stroke  of  the  conductor's  stick  marks 
merely  the  commencement  of  their  short  bar. 


And  this  last  observation  exhibits  with  what  care 
should  be  avoided  dividing  the  beats  of  a  bar,  when  a 
portion  of  the  instruments  or  voices  come  to  execute 
triplets  upon  these  beats.  This  division,  by  cutting  in 
half  the  second  note  of  the  triplet,  would  render  its  exe- 
cution uncertain.  It  is  necessary  even  to  abstain  from 
this  division  of  the  beats  of  a  bar  into  two,  just  before 
the  moment  when  the  rhythmical  or  meiodial  design  is 
about  to  be  divided  by  three;  in  order  not  to  give  pre- 
viously to  the  players,  the  impression  of  a  rhythm 
contrary  to  that  which  they  are  going  to  hear  given: — 
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.-3?C: 


:E= 


^. 


-0- 


^=1 


No.  4. 


f  i'i:#f-'ix#^«>:*:-«fi#>*  #7#->'»  J 


necessary  to  make  only  two. — one  beat  upon  the 
first  minim,  and  one  upon  the  third.  These  ges- 
tures, owing  to  the  ([uiokuess  of  the  movement,  differ 
little,  to  the  eye.  from  the  two  of  the  bar  with  two 
equal  boats,  and  do  not  prevent  the  continuance  of 
those  parts  of  the  orchestra  which  contain  no  triplets. 


■i9 «?-   19- 


In  this  exauiplc,  the  siilidixi- 
*ion  of  the  bar  into  six.  or  ilic 
division  of  the  beats  into  two.  i> 
useful ;  anil  offers  no  ificonvi'ii- 
ience  during  bai'  No.  1.  Tin 
followinff  gesture  is  then  niiidc  : 


But  it  is  requisite  to  cease  it,  from     }^^ 
the   beginning  of  bar  No.  2  ;  making 
only  the  simple  gestures. — 


on  accotnit  of  the  triplet  on  the  tliiid  beat,  and  on 
account  of  the  one  following  it.  which  the  d()id)l(> 
gestures  would  much  interfere  with. 

In  the  famous  ball-scene  of  Mozart's  Uoit  Oio- 
ranni.,  the  difflculty  of  keeping  together  the  three 
<iii'hesir;is.  written  in  three  different  measures, is  less 
than  might  be  thought.  It  is  sufficient,  always  to 
mark  ilown wards  each  beat  of  the  tempo  di  minu- 
itto : 


g!-  S_   tS    g=Sz:j:z|:=^=g=y=^ 


Once  entered  upon  the  combination,  the  little 
allegro  in  %,  of  which  one  whole  bar  represents  one 
third,  or  one  beat  of  that  of  the  minuetto,  and  the 
other  allegro  in  |,  of  which  one  whole  bar  represents 
two  thirds,  or  two  beats,  correspond  completely 
together,  and  with  the  principal  tlieme ;  while  the 
whole  proceeds  without  the  slightest  confusion.  All 
ilKit  is  requisite,  is.  to  make  them  come  in  properly. 

.\  iiross  fault  tiiat  I  iiave  seen  committed,  consists 
in  enlarging  the  time  of  a  piece  in  common-time, 
when  the  author  has  introduced  into  it  triplets  of 
minims : — 


We  will  now  speak  of  the  conductor's  method  of 
beating,  in  recitatives.  Here,  .as  the  singer,  or  the 
iistrumentalist  is  reciting,  and  being  no  longer  sub- 
ject lo  the  regular  division  of  the  bar.  it  is  re({uisite, 
while  following  him  attentively,  to  make  the  orches- 
tra strike  with  precision,  and  together,  the  chords, 
or  instrumental  passages,  with  which  the  recitative 
is  intermingled  ;  and  to  make  the  harmony  change  at 
the  proper  instant,  when  the  recitative  is  accompa- 
nied, either  by  holding-notes,  or  by  a  tremolo  in 
several  parts,  of  which  the  least  apparent,  occasion- 
ally, is  that  which  the  conductor  must  most  regard, 
since  upon  its  motion  depends  the  change  of  chord  : 

Example,  not  kept  time  to. 


Violins. 

^^lEe— ^-- 

a 

J                      ,s>^                   ^^ 

——-.  1 2 

Violas 

&  Basses. 

k^ .      rw        o>              •         e) 

^b*-— « ^ 

9^EE^: 


-««- 


-JSH 


In  such  a  case,  the  third  minim  adds  nothing  to 
tiie  duration  of  the  bar,  as  some  conductors  seem  to 
imagine.  They  may,  if  they  please,  and  if  the 
movement  be  slow  or  moderate,  make  these  passages 
by  beating  the  bar  with  three  beats;  but  the  duration 
of  the  whole  bar  should  remain  precisely  tlu^  same. 
In  a  case  where  these  triplets  should  occur  in  a  very 
quick  bar  in  common-time  (allegro-assai ),  the  three 
gestures  then  cause  confusion;  and  it  is  abxilnicly 


In  this  example,  the  conductor,  while  following 
the  reciting  part,  not  ke[)t  ume  to.  has  especially  to 
attend  to  the  viola  part ;  and  to  make  it  move,  at 
the  proper  moment,  between  the  first  and  the  second 
beat,  from  the  F  to  the  E,  at  the  commencement  of 
the  second  bar  ;  without  which,  as  this  part  is  exe- 
cuted by  several  instrumentalists  playing  in  miison, 
some  of  them  would  hold  the  F  longer  than  the 
others,  and  a  transient  discord  thence  be  produced. 

Many  conductors  liave  the  habit,  when  directing 
the  orchestra  in  recitatives,  of  |)aying  no  heed  to  the 
written  division  of  the  bar  ;  and  of  marking  a  beat, 
up,  before  that  where  a  brief  chord  occurs  which  tlie 
orchestra  has  to  strike,  even  when  this  chord  occurs 
on  an  unaccented  part  of  the  bar : — 


§!£e^= 


^! 


Par    -     lez! 


ii; 


In  a  passage  such  as  this,  they  raise  the  arm  at 
the  rest  which  commences  the  bar,  and  lower  it  at 
llie  time  of  the  ciioid. 
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I  cannot  approve  such  a  method,  which  nothing 
justifies,  and  which  may  frequently  occasion  accidents 
in  the  execution.  I  do  not  see  why,  either,  in  reci- 
tatives, the  bar  should  no  longer  be  divided  regu- 
larly, and  the  real  beats  be  marked  in  their  place,  as 
in  music  that  is  kept  time  to.  I  therefore  advise — 
for  the  preceding  example — that  the  first  beat  should 
le  made  down,  as  usual,  and  the  stick  carried  to  the 
left,  for  striking  the  chord  upon  the  second  beat; 
and  so  on,  for  other  analogous  cases ;  always  divid- 
ing the  bar  regularly.  It  is  very  important,  more- 
over, to  divide  it  according  to  the  time  previously 
indicated  by  the  author ;  and  not  to  forget, — if  this 
time  be  allegro  or  maestoso,  and  if  the  reciting 
part  have  been  some  time  reciting,  unaccompanied, 
— to  give  to  all  the  beats,  when  the  orchestra  comes 
in  again,  the  value  of  those  of  an  allegro  or  of  a 
maestoso.  For  when  the  orchestra  plays  alone,  it  is 
in  general  kept  time  to  :  it  plays  without  measured 
time  only  when  it  accompanies  a  voice  or  instrument 
in  recitative. 

In  the  exceptional  case  where  the  recitative  is 
written  for  the  orchestra  itself,  or  for  the  chorus,  or 
for  a  portion  of  either  orchestra  or  chorus,  as  it  is 
requisite  to  keep  together,  whether  in  unison,  or  in 
harmony,  hut  without  regular  time,  a  certain  num- 
ber of  performers,  then  it  is  the  conductor  himself 
who  becom,es  the  real  reciter,  and  who  gives  to  each 
beat  of  the  bar  the  duration  he  judges  fit.  Accord- 
ing to  the  form  of  the  phrase,  he  now  divides  and 
subdivides  the  ,jbeats,  now  marks  the  accents,  now 
the  semiquavers  if  theie  be  any ;  and,  in  short,  indi- 
cates with  his  stick  the  melodial  form  of  the  recita- 
tive. 

It  is  an  understood  thing,  that  the  performers, 
knowuig  their  parts  almost  by  heart,  keep  their  eye 
constantly  upon  him ;  otherwise,  neither  security 
nor  unity  can  be  obtained. 

In  general,  eveji  for  timed  music,  the  conductor 
should  require  the  players  he  directs,  to  look  towards 
him  as  often  as  possible. 

An  orchestra  which  does  not  watch  the  conduct- 
ing-stick,  has  no  conductor.  Often,  after  a  pedal- 
point,  for  instance,  the  conductor  is  obliged  to  refrain 
from  marking  the  decisive  gesture  wliich  is  to  deter- 
mine the  coming  in  of  the  orchestra,  until  he  .sees 
the  eyes  of  all  the  performers  fixed  upon  him.  It 
is  the  duty  of  the  conductor,  during  rehearsal,  to 
accustom  them  to  look  towards  him  simultaneously 
at  the  important  moment. 


Allegretto. 


If,  in  the  above  bar,  of  which  the  first  beat, 
marking  a  pedal-point,  may  be  prolonged  indefi- 
nitely, the  rule  were  not  observed  that  I  have  just 
indicated,  the  passage — 


could  not  be  utteieu  with  tii-muess  and  unity  ;  the 
players,  not  watching  the  conductor's  stick,  could  not 
know  when  he  decides  the  second  beat,  and  resumes 
the  movement  suspended  by  the  pedal-point. 

This  obligation  for  the  performei-s  to  look  at  their 
conductor,  necessarily  implies  an  equal  obligation  on 
his  part  to  let  himself  be  well  seen  by  them.  He 
should, — whatever  may  be  the  disposal  of  the 
orchestra,  whether  on  rows  of  steps,  or  on  a  hori- 
zontal plane, — place  himself  so  as  to  foi-m  the  centre 
of  all  surrounding  eyes. 

A  conductor  requires, — to  exult  him  and  place  him 
well  in  sight, — an  especial  platform,  elevated  in 
proportion  as  the  number  of  performers  is  large  and 
occupies  much  space.  His  desk  should  not  be  so 
high,  as  that  the  portion  sustaining  the  score  shall 
hide  his  face.  For  the  expi'ession  of  his  coimtenance 
has  much  to  do  with  the  influence  he  exercises;  and 
if  there  be  no  conductor  for  an  orchestra  that  does 
not  and  will  not  watch  him,  there  is  hardly  any 
either,  if  he  cannot  be  well  seen. 

As  to  the  employment  of  noises, — of  any  kind 
whatever,  produced  either  by  the  stick  of  the  con- 
ductor upon  his  desk,  or  by  his  foot  upon  the  plat- 
form— they  can  call  forth  no  other  than  unreserved 
reprehension.  It  is  worse  than  a  bad  method  ;  it  is 
a  barbarism.  Only,  if,  in  a  theatre,  the  stage  evolu- 
tions prevent  the  chorus-singers  from  seeing  the 
conducting-stick,  the  conductor  is  compelled, — in 
order  to  ensure,  after  a  pause,  the  taking  up  of  a 
point  by  the  chorus, — to  indicate  this  point  by  mark- 
ing the  beat  wiiich  precedes  it,  with  a  slight  tap  of 
his  stick  upon  the  desk.  This  exceptional  circum- 
stance, is  the  only  one  which  can  warrant  the  em- 
ployment of  an  indicating  noise /  and  even  then, 
it  is  to  be  regretted  that  recourse  must  be  h;ul  to  it. 
While  speaking  of  chorus-singers,  and  of  their 
operations  in  theatres,  it  may  here  be  observed,  that 
chorus-masters  often  allow  themselves  to  beat  time 
at  the  side-scenes,  without  seeing  the  conductor's 
stick,  frequently  even  without  hearing  the  orchestra. 
The  result  is,  that,  this  time  beaten  more  or  less  ill, 
not  corresponding  with  that  of  the  conductor,  inev- 
itably induces  a  rhythm. chI  discordance  between  the 
choral  and  instrumental  bodies,  and  subverts  all  unity 
instead  of  tendnig  to  maintain  it. 

There  is  another  traditional  barbarism,  which  lies 
within  the  province  of  an  intelligent  and  active  con- 
ductor to  abolish.  If  a  choral  or  instrumental  piece 
be  performed  behind  the  scenes,  without  accompani- 
ment from  the  principal  orchestra,  another  con- 
ductor is  absolutely  essential  to  conduct  it.  If  the 
orchestra  accompany  this  portion,  the  first  conductor, 
who  hears  the  distant  music,  is  then  strictly  bound  to 
let  himself  he  guided  by  the  second  ;  and  to  follow, 
hy  ear,  his  time.  But  if^ — as  frequently  happens  in 
modern  music — the  sound  of  the  chief  orchestra 
hinders  the  conductor  from  hearing  that  which  is 
being  performed  at  a  distance  from  him,  the  inter- 
vention of  a  special  conducting  mechanism  becomes 
indispensable,  in  order  to  establish  instantaneous 
commuuication  between  him  and  the  distant  per- 
formers. Many  attempts,  more  or  less  ingenious, 
have  been  made  of  this  kind  ;  the  result  of  which 
has  not  everywhere  answered  expectation.     That  of 
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Coveiit  Gaid'ii  Theatre,  in  Looduo.  moved  by  the 
conductor's  font,  <  cts  tolerably  well.  But  the  electric 
metronome,  put  up  by  Mr.  Van  Bruge  in  the  Brussels 
Theatre,  leaves  nothing  to  be  desired.  It  consists  of 
an  apparatus  of  copper  ribbons,  leading  from  a 
Voltaio  battery  pla  ed  beneath  the  stage,  being 
attached  to  the  conductor's  desk,  and  terminating  in 
:i  movable  stick  lastened  at  one  end  on  a  pivot  before 
a  board,  at  a  certain  distance  from  the  orchestral 
conductor.  To  this  laXter's  desk  is  affixed  a  key  of 
copper,  something  like  the  ivory  key  of  a  piano- 
forte ;  it  is  elastic,  and  provided  on  the  interior  with 
a  protuberance  of  about  a  quarter  of  an  inch  long. 
Immediately  beneath  this  protuberance,  is  a  little 
cup,  also  of  copper,  filled  with  quicksilver.  At  the 
instant  when  the  orchestral  conductor,  desiring  to 
mark  any  particular  beat  of  his  bar.  presses  with  the 
forefinger  of  his  left  hand  (l>is  right  being  occupied 
in  holding,  as  usual,  the  conducting-stick)  the  copper 
key,  this  key  is  lowered,  the  protuberance  passes  into 
the  cup  filled  wih  quicksi'ver,  a  slijiht  e'ei  trie  spark 
is  emitted,  and  the  stick  pl.ced  at  the  other  extrem- 
ity of  the  copper  ribbon  makes  an  oscillation  before 
its  board.  This  communication  of  the  fluid,  and  this 
movement,  are  qui;e  simultaneous;  whatever  the 
distance  be  that  is  trav  rsed. 

The  performers  being  grouped  behind  the  scenes, 
their  eyes  fixed  upon  the  stick  of  the  electric  me- 
tronome, are  thus  directly  subjected  to  the  conduct- 
or's sway  ;  who  could  thus — were  it  needful — con- 
duct iVom  the  middle  of  the  Opera  orchestra  in  Paris, 
a  piece  of  music  pei formed  at  Versailles. 

It  is  mereiy  requisite  to  agree  beforehand  with 
the  chorus-singers,  cjr  with  their  conductor  (if,  as  an 
additional  precaution,  they  have  one),  the  way  in 
which  the  orchestral  conductor  beats  the  time; 
whether  he  mark  all  the  principal  beats,  or  only  the 
first  of  the  bar, — since  the  oscillations  of  the  stick 
moved  by  elecrri 'iiy  being  always  from  right  to  left, 
they  indicate  nothing  precise  in  this  respect. 

When  I  first  used,  at  Brussels,  the  valuable 
instrument  I  have  just  endeavored  to  describe,  its 
action  presented  one  objection.  Each  time  that  the 
copper  key  of  my  desk  underwent  the  pressure  of 
my  left  forefinger,  it  struck,  underneath,  another 
plate  of  copper ;  and,  notwithstanding  the  delicacy 
of  this  contact,  it  produced  a  little  hard  i)o:se,  which, 
during  the  pauses  of  tlie  orchestra,  ended  in  attract- 
ing the  attention  of  the  audience — to  the  detriment 
of  the  musical  effect. 

I  pointed  out  this  defect  to  Mr.  Van  Bruge,  who 
substituted  for  the  lower  plate  of  copper,  the  little 
cup  filled  with  quicksilver  previously  menl'"ued : 
and  into  whi.:li  the  upper  protuberance  enteied.  so 
as  to  establish  the  elet  trie  current  vviiliout  causing 
the  sli<i[htest  noise. 

NothiniT  m  re  remains  now.  attached  to  the  use 
of  this  mechanism,  but  the  >;rackliiig  oi  tin  spark  at 
the  moment  ot  its  emission ;  and  tins  crackling  is 
too  slight,  for  it  to  be  heard  by  the  public. 

This  metronome  is  not  expensive  to  put  up  ;  it 
costs  £10 — at  the  utmost.  Large  lyric,  theatres 
clmrches,  and  concert-rooms,  should  long  ago  h:ive 
b^en  provided  with  one.  Except  ng  at  the  Brusseh 
Th' atve,  however,  it  is  n  >where  to  be  llrnnid.     This 


would  app'^ar  incredible,  were  it  not  that  the  ctxrf^ 
lessness  of  the  majority  of  directors  of  institutiona 
where  music  forms  a  feature,  is  well  known  ;  together 
with  their  instinctive  aversion  from  whatever  may 
disturb  old-established  customs,  their  indifference  for 
the  interests  of  the  Art,  their  parsimony  wherever 
a  musical  outlay  is  needed,  and  the  utter  ignorance 
of  the  principles  of  our  Art  among  almost  all  those 
in  whose  hands  rests  the  ordering  of  its  destiny. 

I  have  not  yet  said  all  on  the  subject  of  those 
dangerous  auxiliaries  named  chorus-masters.  Very 
few  of  them  are  sufficiently  versed  in  the  Art,  to 
conduct  a  musical  performance,  so  that  the  orches- 
tral conductor  can  depend  upon  them.  He  cannot 
therefore  watch  them  too  closely,  when  he  is  com- 
pelled to  submit  to  their  coadjutorship. 

The  most  to  be  dreaded  are  those  whom  age  has 
deprived  of  activity  or  energy.  The  maintenance 
of  all  time  of  any  vivacity  is  an  impossibility  to 
them.  Whatever  may  be  the  degree  of  quickness 
printed  at  the  head  of  a  piece  that  is  confided  to 
their  conducting,  little  by  little  they  slacken  its  rate, 
until  the  rhythm  be  reduced  to  a  certain  medium 
slowness,  that  seems  to  harmonize  with  the  pace  at 
which  their  blood  flows,  and  the  general  feebleness 
of  their  organization. 

It  must  in  truth  be  added,  that  old  men  are  not 
the  only  ones  with  whom  composers  run  this  risk. 
There  are  men  in  the  prime  of  life,  of  a  lymphatic; 
temperament,  whose  blood  seems  to  circulate  mode- 
rate. If  they  have  to  conduct  an  allegro  assai,  they 
gradually  slacken  it  to  moderato  /  if,  (jn  the  con- 
trary, it  be  a  largo  or  an  andante  sostenuto,  provided 
the  piece  be  prolonged,  they  will  attain. — by  dint  of 
a  profrressive  animation,  long  before  the  end, — at  a 
moderato.  The  moderato  is  their  natural  pace  ; 
and  they  recur  to  it  as  infallibly  as  a  pendulum 
would,  alter  having  been  a  moment  hurried  or  slack- 
ened in  its  oscillations. 

These  sort  of  people  are  the  horn  enemies  of  all 
characteristic  music;  and  the  greatest  destroyers  of 
style.  May  Fate  preserve  the  orchestral  conductor 
at  any  cost  from  their  co-operation. 

Once,  in  a  large  town  (which  I  will  not  name), 
there  was  to  be  performed  behind  the  scenes  a  very 
simple  chorus,  written  in  ^^  allegretto.  The  aid  of 
the  chorus-master  became  necessary.  He  was  an 
old  man. 

The  time  in  which  this  chorus  was  to  be  taken, 
having  been  first  agreed  upon  by  the  orchestra,  our 
Nestor  tbllowed  it  pretry  decently  during  the  first 
few  bars  :  but  soon  after,  the  slackening  became  such 
that  there  was  no  continuing  without  rendering  the 
piece  perfectly  ridiculous.  It  was  recommenced 
twice,  thrice,  four  times;  a  full  half  hour  was  occu- 
[lied  in  ever-increaslugly  vexatious  efforts  ;  but  al- 
ways with  the  same  result.  The  preservation  of 
allegretto  time  was  absolutely  impossible  to  the 
worthy  mau.  At  last  the  orchestral  conductor,  out 
of  all  patience,  came  and  begged  him  not  to  conduct 
at  all ;  he  had  hit  upon  an  expedient  : — He  caused 
ih  (horus-singers  to  simulate  a  march-movement, 
raising  ea 'h  foot  alternately,  without  moving  on. 
This  movement;  being  iu  exactly  the  same  time   a« 
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the  dual  ihytlim  of  the  ?  ^"  ^  ^^^^  allegretto,  the 
chorus-sin;iei  s,  who  were  no  longer  hindered  by  their 
director,  at  once  performed  the  piece  as  though  they 
had  sung  marching;  with  no  less  unity  than  regu- 
larity, and  without  slackening  the  time. 

I  acknowledge,  however,  that  many  chorus-mas- 
ters, or  sub-conductors  of  orchestras,  are  sometimes 
of  real  utility,  and  are  even  indispensable  for  the 
maintenance  of  unity  among  very  large  masses  of 
performers.  When  these  masses  are  obliged  to  be 
■^o  disposed  as  that  one  portion  of  these  players  or 
chorus-singers  turn  their  back  on  the  conductor  ;  he 
needs  a  certain  number  of  sub-beaters  of  the  time, 
placed  before  those  of  the  performers  who  cannot 
see  the  chief  conductor,  and  charged  with  repeating 
all  his  signals.  In  order  that  this  repetition  shall 
be  preci;  e,  the  sub-conductors  must  be  careful  never 
to  take  their  eyes  off  the  chief  conductor's  stick  for 
a  single  instant.  If,  in  order  to  look  at  their  score, 
they  cease  for  only  three  bars,  to  watch  him,  a  dis- 
crepancy arises  immediately  between  their  time  and 
his  ;  and  all  is  lost. 

In  a  festival  where  1200  performers  were  assem- 
bled under  my  direction,  at  Paris,  I  had  to  employ 
four  chorus-masters,  stationed  at  the  four  corners  of 
the  vocal  mass,  and  two  sub-conductors,  one  of  whom 
directed  the  wind-instruments,  and  the  other  the  in- 
struments of  percussion.  I  had  earnestly  besought 
them  to  look  towards  me  incessantly  ;  they  did  not 
omit  to  do  so  ;  and  our  eight  sticks,  rising  and  fiiU- 
ing  without  the  slightest  discrepancy  of  rhythm, 
established  amidst  our  1200  performers  the  most 
perfect  unity  ever  witnessed. 

With  one  or  more  electric  metronomes  now,  it 
seems  no  longer  necessary  to  have  recourse  to  this 
means.  One  might,  in  fact,  thus  conduct  without 
difficulty  chorus-siugers  turning  their  back  towards 
the  chief  conductor  ;  but,  attentive  and  intelligent 
sub-conductors  would  always  be,  nevertheless,  in 
such  a  case,  preferable  to  a  machine.  They  have 
not  only  to  beat  the  time,  like  the  metronomic  staff 
but  they  have  also  to  speak  to  the  groups  around 
them,  to  call  their  attention  to  nice  shades  of  execu- 
tion, and,  after  bar-rests,  to  remind  thom  at  the 
moment  of  their  coming-in  again. 

In  a  space  arranged  as  a  semicircular  amphithea- 
tre, the  orchestral  conductor  may  alone  conduct  a 
considerable  number  of  performers :  all  eyea  then 
being  able  to  look  towai-ds  him.  Nevertheless,  the 
employment  of  a  certain  number  of  sub-conductors 
appears  to  me  preferable  to  the  singleness  of  indi- 
vidual direction,  on  account  of  the  great  distance 
between  the  chief  conductor  and  the  extreme  points 
of  the  vocal  and  instrumental  body. 

The  more  distant  the  orchestral  conductor  is  from 
the  performers  he  directs,  the  more  his  influence  over 
them  is  diminished. 

The  best  way  would  be  to  have  several  sub-con- 
ductors," with  several  electric  metronomes  beating 
before  their  eyes  the  principal  beats  of  the  bar. 

And  now, — should  the  orchestral  conductor  give 
the  time,  standing,  or  sitting  down  ? 

If  in  theatres,  where  they  perform  scores  of 
immense  length,  it  is  very  difficult  to  support  the 
fatigue  of  remaining  on  foot   the  whole   evening,  it 


is  none  the  less  true  that  the  orchestral  conductor, 
when  seated,  loses  a  portion  of  his  power,  and  can- 
not give  free  course  to  his  animation,  if  he  possess 
any. 

Then,  should  he  conduct,  reading  from  a  full  score, 
or  from  a  first  violin  part  (leader's  copy),  as  is  cus- 
tomary in  some  theatres  ?  It  is  evident  that  he 
should  have  before  him  a  full  score.  To  conduct,  by 
means  of  a  part  containing  only  the  principal  instru- 
mental coming-in  points,  the  bass,  and  the  melody, 
needlessly  demands  an  effort  of  memory  froui  the 
conductor,  who  has  not  at  hand  the  full  score  ;  and 
exposes  him,  moreover,  if  he  happen  to  tell  one  of 
the  performers  that  he  is  wrong,  whose  part  he  can- 
not examine,  to  the  chauce  of  this  latter's  replying : 
— "  How  do  you  know  ?" 

The  disposal  and  grouping  of  the  players  and 
chorus-singers  comes  also  within  the  province  of  the 
orchestral  conductor ;  particularly  for  concerts.  It 
is  impossible  to  indicate  arbitrarily  the  best  methoil 
of  grouping  the  assemblage  of  performers  in  a  thea-  j 
tre  or  concert-room  ;  the  shape  and  the  arrangement  ■ 
of  the  interior  of  these  places,  necessarily  influences 
the  course  to  be  taken  in  such  a  case.  Let  us  add, 
that  they  depend,  moreover,  upon  the  number  of 
performers  requiring  to  be  grouped  ;  and,  on  some 
occasions,  upon  the  style  if  composition  adopted  by 
the  author  whose  work  is  to  be  performed. 

In  general,  for  concerts,  the  disposal  of  the 
orchestra  which  seems  best,  is  this  : — An  amphi- 
theatre of  eight,  or,  at  the  least,  five  rows  is  indis-  fl 
pensable.  The  semicircular  form  is  the  best,  for  ■ 
this  amphitheatre.  If  it  be  large  enough  to  contain 
the  whole  orchestra,  the  entire  mass  of  instrument- 
alists will  be  disposed  along  these  rows  ;  the  first 
violins  iu  front,  on  the  right,  facing  the  public  ;  the 
second  violins  in  front  on  the  left ;  the  violas  in  the 
middle,  between  the  two  groups  of  violins  ;  the  flutes, 
hautboys,  clai'niets,  horns,  and  bassoons  beiiind  the 
first  violins  •  a  double  rank  of  violoncellos  and  double- 
basses  behind  the  second  violins  ;  the  trumpet-,  cor- 
nets, trombones,  and  tubas  behind  tiie  violas;  tiie 
rest  of  the  violoncellos  and  double-  basse  beiiind  the 
wooden  wind  instruments;  the  harps  in  the  fore  J 
ground,  riose  to  the  orchestral  conductor  ;  the  ket-  1 
tie-drums,  and  other  instruments  of  percussiot)  be- 
hind or  in  the  centre  of  the  brass  instruments  :  the 
orchestral  conductor,  turning  his  back  lo  the  public, 
at  the  base  of  the  orchestra,  and  near  to  theforemos"; 
desks  of  the  first  and  secon<l  violins. 

There  should  be  a  horizontal  flooring,  or  stage, 
more  or  less  wide,  extending  in  front  of  the  first  rows 
of  the  amphitheatre.  On  this  flooring  the  chorus- 
singers  should  be  placed,  in  form  of  a  fan,  turned 
three-quarters  towards  the  public,  so  that  all  shall  be 
able  easily  to  see  the  motions  of  the  orchestral  con- 
ductor. The  grouping  of  the  chorus-singers  in  con- 
sonance with  their  respective  order  of  voice,  will 
differ,  according  as  the  author  has  written  in  three, 
four,  or  six  parts.  At  any  rate,  the  women — sopra- 
nos and  contraltos — should  be  in  front,  seated ;  the 
tenors  standing  behind  the  contraltos  ;  and  the  basses 
standing  behind  the  sopranos. 

The  solo-singers  should  occupy  the  centre,  and 
foremost  part  of  the  front  stage ;  and  should  always 
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placo  theiuselvcs  in  sucli  a  way  as  to  be  able,  by 
slightly  turning  tlio  head,  to  .see  the  conilucting- 
stick. 

For  (he  rest,  I  repeat,  these  indications  can  be  put 
approximative ;  they  may  be,  for  many  reasons, 
modified  in  various  ways. 

At  the  Conservatoire,  in  Paris,  where  the  aniphi- 
tlieatre  is  composed  of  ouly  four  or  five  rows,  not 
circular,  and  cannot  consequently  contain  the  whole 
orchestra,  the  violins  and  violas  are  on  the  stage  : 
while  the  basses  and  wind  instruments  alone  occupy 
tlic  rows;  the  chorus  is  seated  on  the  front  of  the 
>tage,  facing  the  public,  and  the  woiT>en  sopranos 
and  contraltos,  turning  tlieir  backs  directly  upon  the 
orchestral  conductor,  are  under  an  impossibility  of 
ever  seeing  his  motions.  Such  an  arrangement  is 
very  inconvenient  for  this  portion  of  the  chorus. 

It  is  everywhere  cf  tiie  greatest  consequence  that 
the  chorus  singcM-s  placed  on  the  front  of  the  stage, 
shall  occupy  a  plane  somewhat  lower  than  that  of 
the  violins ;  otherwi.se  they  would  considerably 
deaden  the  sound  of  these  latter. 

For  the  same  reason,  if.  in  front  of  the  orchestra, 
there  are  not  other  rows  for  the  choir,  it  is  absolutely 
needful  that  the  women  should  be  seated,  and  the 
men  remain  standing  up;  in  order  that  the  voices 
of  the  tenors  and  basses,  proceeding  from  a  more 
elevated  point  than  those  of  the  sopranos  and  con- 
traltos, may  come  forth  freely,  and  be  neither  stified 
nor  intercepted. 

When  the  presence  of  the  chorus-singers  in  front 
of  the  orchestra  is  not  necessary,  the  conductor  will 
take  care  to  send  them  away ;  since  this  large  num- 
ber of  human  bodies  injures  the  sonorousness  of 
the  instruments.  A  symphony,  performed  by  an 
orchestra  thus  more  or  less  stifled,  loses  much  of  its 
effect. 

There  are  yet  other  precautions,  relative  espec- 
ially to  the  orchestra,  which  the  conductor  may  also 
take,  to  avoid  certain  defects  in  performance.  The 
instruments  of  percussion,  placeil,  as  I  have  indi- 
cated, upon  one  of  the  last  row's  of  the  orchestra, 
have  a  tendency  to  abate  the  rhythm,  and  to  slacken 
the  time.  A  series  of  strokes  on  the  long  drum 
stiuck  at  legular  intervals  in  a  quick  movement, 
like  the  following  : — 
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given  in  the  passage  in  question,  and  that,  knowing 
his  part,  he  shall  no  longer  look  into  his  copy,  l)tit 
keep  his  eyes  constantly  fixed  upon  the  conducting- 
stick  :  by  which  means,  he  will  at  once  follow  the 
time  without  the  slightest  want  of  precision. 

Another  retardment,  arising  from  a  different 
cause,  frequently  takes  place  in  the  trumpet-parts  : 
it  is  when  they  contain  a  quick  flow  of  passages 
such  as  tills: — 
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will  sometimes  produce  the  complete  destruction  of 
a  fine  rhythmical  progression,  by  checking  the  on- 
ward bound  of  the  rest  of  the  orchestra,  and  de- 
stroying the  unity.  Almost  always,  the  long  drum 
player,  from  want  of  remarking  the  original  time 
given  by  the  conductor,  remains  somewhat  behind- 
hand in  striking  his  first  stroke.  This  retardment, 
multiplied  by  the  number  of  strokes  which  follow 
the  first  one,  soon  produces — as  may  be  imagined — 
a  rhythmical  discrei)ancy  of  the  most  fatal  effect. 
The  conductor, — all  whose  efforts  are  then  in  vain 
to  re-establish  unanimity, — has  only  one  thing  left 
to  do ;  which  is,  to  insist  that  the  long  drum  player 
shall  count  beforehand  the  number  of  strokes  to  be 


The  tiumpet-player.  instead  of  taking  breath 
before  the  fir>t  of  tli«se  iliree  bars,  takes  breath  at 
their  commencement,  during  the  cpiaver-rest  A; 
and.  not  counting  for  anything  the  short  time  it  has 
taken  him  to  breathe,  gives  nevertiieless  its  whole 
value  to  the  quaver-rest,  which  thus  becomes  super- 
added to  the  value  of  the  first  bar.  The  result  of 
this,  is  the  Ibllowing  effect : 

AU'iirn.  A  _ 


an  effect,  the  worse,  that  the  final  accent,  struck  at 
the  commencement  of  the  third  bar  by  the  rest  of 
the  orchestra,  comes  a  third  of  the  time  too  slow  in 
the  trumpets  ;  and  destroys  unity  in  the  striking  of 
the  last  chord. 

To  obviate  this,  the  conductor  must  first  previ- 
ously wain  the  players  of  this  inexactness,  into 
which  they  almost  all  are  led  to  fall  unawares  ;  and 
then,  while  conducting,  must  cast  a  glance  towards 
them  at  the  decisive  moment,  and,  anticipate  a 
little,  by  beating  the  first  beat  of  the  bar  where  they 
come  in  :  it  is  incredible  how  difficult  it  is  to  pre- 
vent trumpet-players  from  doubling  the  value  of  a 
quaver-rest  thus  placed. 

When  a  long  accelerando,  little  by  little,  is  indi- 
cated by  the  composer,  for  |)assiiig  from  an  allegro 
moderato  to  a  presto,  the  majority  of  orchestral 
conductors  hurry  the  time  bij  jerks,  instead  of 
quickening  it  equally  throughout,  by  insensible  on- 
ward rate. 

This  should  be  cautiously  avoided.  The  same 
remark  applies  to  the  converse  proposition.  It  is 
even  still  more  difficult  to  slacken  smoothly,  and 
without  checks,  a  quick  time  so  as  to  transpose  it 
little  by  liitlo  into  a  slow  time.  Often,  from  a  de- 
sire to  testify  zeal,  or  from  defect  of  delivery  in  his 
musical  feeling,  a  conductor  demands  from  his  play- 
ers an  exaggeration  of  nice  gradations.  He 
comprehends  neither  the  character  nor  tiie  styh;  of 
the  pi(!ce.  The  gradations  then  become  so  many 
blemishes;  the  accents,  yells;  the  intentions  of  the 
poor  composer  are  totally  disfigured  and  perverted  ; 
wiiile  those  of  the  orchestral  conductor — however 
politely  hieant  they  may  be — are  none  the  less  inju- 
rious: like  the  caresses  of  the  ass  in  the  fable,  who 
crushed  his  master  when  fondling  him. 

And  now  let  us  instance  many  deplorable  abuses 
that  have  obtained  in  almost  all  the  orchestras  of 
Europe;  abuses  which  reduce  composers  to  despair, 
and  which  it  is  the  duty  of  condu.to  s  t.'  abolish  aa 
soon  us  passible 
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Performers  playing  stringed  instruments,  will 
rarely  give  themselves  the  trouble  to  play  a  tremolo; 
they  substitute  for  this  very  characteristic  effect,  a 
tame  repetition  of  the  note,  half,  and  sometimes 
three-quarters  slower  than  the  one  whence  results 
the  tremolo  :  instead  of  demisemiquavers,  they  make 
triple  or  double  ones ;  and  in  lieu  of  producing 
sixty-four  notes  in  a  bar  in  four-time  (adagio),  they 
produce  only  thirty-two,  or  even  sixteen.  Tiie 
action  of  the  arm  necessary  for  producing  a  true 
tremolo,  demands,  doubtless,  too  great  an  effort. 
This  idleness  is  intolerable. 

Many  double-bass  players  permit  themselves — 
from  idleness,  also,  or  from  a  dread  of  being  unable 
to  achieve  certain  difficulties — to  simplify  their  part. 
This  race  of  simplifiers,  be  it  said,  has  exi-ted  lor 
forty  years  ;  but  it  cannot  endure  any  longer.  In 
ancient  works,  the  double-buss  parts  were  extremely 
simple ;  therefore  there  can  be  no  reason  to  impov- 
erish them  still  more :  those  iu  modern  scores  are 
rather  more  difficult,  it  is  true  ;  but,  with  very  few 
exceptions,  there  is  nothing  in  them  of  impossible 
execution ;  composers,  masters  of  their  ait,  write 
them  with  care,  and  as  they  ought  to  be  executed. 
If  it  be  from  idleness  th:it  the  simplifiers  pervert 
them,  the  energetic  orchestral  conductor  is  armed 
with  the  ne«essary  authority  to  compel  the  fulfil- 
ment of  their  duty.  If  it  be  from  incapacity,  let 
him  dismiss  them.  It  is  his  best  interest  to  rid  him- 
self of  instrumentalists  who  cannot  play  their  instru- 
ment. 

Flute-players,  accustomed  to  be  above  the  other 
wind  instruments,  and  not  admitting  that  their  part 
can  be  written  below  that  of  clarinets  or  hautboys, 
irequently  transpose  entire  passages  to  an  octave 
higher.  The  conductor,  if  he  do  not  carefully  peruse 
his  score,  if  he  be  not  thoroughly  acquainted  with 
the  work  he  is  conducting,  or  if  his  ear  lack  keen- 
ness, will  not  perceive  this  strange  liberty  taken 
by  flautists.  Nevertheless,  multitudes  of  instances 
exist;  and  care  should  be  taken  to  banish  them 
entirely. 

It  occurs  everywhere  (I  do  not  say  in  some 
orchestras  only) — it  occurs  everywhere,  I  repeat, 
that  violinists  who  have,  as  is  well  known,  to  play 
ten,  fifteen,  twenty  of  them,  the  same  part  in  unison, 
<lo  not  count  their  bars'  rest;  and  always  from  idle- 
ness, relying  on  the  others  doing  it.  Whence  it 
follows,  that  scarcely  the  half  of  them  come  in  again 
at  the  right  moment ;  while  the  rest  still  hold  tlieir 
instrument  under  their  left  arm,  and  look  about 
them  :  thus  the  point  is  greatly  weakened,  if  not 
entirely  mi-sed.  I  invoke  the  attention  and  rigour 
of  orchestral  conductors  upon  this  insufferable  habit, 
it  is  nevertheless  so  rooted  a  one,  tiiat  they  will  only 
ensure  its  extirpation  by  rendei  ing  a  large  number 
of  violinists  amenable  for  the  fault  of  a  single  player ; 
by  inflicting  a  fine,  for  example,  upon  a  whole  row, 
if  one  of  them  misses  coming-in.  Even  were  this 
fine  no  more  than  half-a-crown,  as  it  might  be  in- 
flicted five  or  six  times  upon  the  same  individuals 
in  the  course  of  one  performance,  I  will  answer  for 
it  that  each  of  the  violinists  would  count  his  rests, 
and  keep  watch  that  his  neighbours  did  the  same. 

An  orchestra. — the  instruments  of  which  are  not 


in  tune  each,  and  with  each  other, — is  a  monstrosity : 
the  conductor,  therefore,  should  take  the  greatest 
care  that  the  musicians  tune  accurately.  But  this 
operation  should  not  be  performed  in  presence  of  the 
public ;  and  moreover,  every  instrumental  rumour, — 
every  kind  of  preluding,  between  the  acts,  constitutes 
a  real  offence  to  all  civilized  auditors.  The  bad 
training  of  an  orchestra,  and  its  musical  mediocrity, 
is  to  be  inferred  from  the  impertinent  noise  it  makes 
during  the  periods  of  quiet,  at  an  opera  or  concert. 

It  is  also  imperative  for  a  conductor  not  to  allow 
clarinet-players  to  use  always  the  same  instrument 
(the  clarinet  in  £y),  without  regard  to  the  author's 
indications.  Just  as  if  the  different  clarinets — -those 
in  D  and  in  A.,  particularly — had  not  a  special  cha- 
racter of  their  own,  of  which  the  intelligent  com- 
poser knows  the  exact  value  ;  and  as  if  the  clarinet 
in  A  had  not  moreover  a  low  semitone  more  than 
the    clarinet    in   £j, — the   C^   of  excellent   effect, 


^^  q  produced  by  the  E,  ^zi^E  which  E  giv 


only  the  D, 


on  the  clarinet  in  Bb. 


A  habit,  as  vicious,  and  still  more  pernicious,  has 
crept  in  since  the  introduction  of  horns  with  cylin- 
ders and  pistons,  in  many  orchestras ;  it  is  that  of 
playing  in  open  sounds,  by  m^ans  of  the  new  me- 
chanism adapted  to  the  instrument,  those  notes 
intended  by  the  composer  to  be  produced  ^?^  closed 
sounds,  by  means  of  the  right  hand  within  the  bell. 
Moreover,  the  horn-players,  now-a-days,  on  account 
of  the  facility  afforded  by  the  pistons  or  cylinders  ot 
putting  their  instrument  into  diffeient  keys,  use  only 
the  horn  in  F,  whatever  may  be  the  key  indicated 
by  the  author.  This  custom  gives  rise  to  a  host  ot 
inconveniences,  from  which  the  conductor  should  use 
all  his  efforts  to  preserve  the  works  of  composers 
who  know  how  to  write  ;  for  those  of  others,  it  must 
be  confessed,  the  disaster  is  of  much  less  consequence. 

He  should  also  set  his  face  against  the  econcmical 
fashion  ado))ted  by  certain  theatres — called  lyric — of 
causing  the  cymbals  and  the  long  drum  to  be  played 
by  the  same  performer.  The  sound  of  the  cymbals 
when  attached  to  the  long  drum, — as  they  must  be 
to  render  this  economy  feasible, — is  an  ignoble  noise, 
fit  only  for  bands  at  tea-gardens.  This  custom, 
moreover,  leads  mediocre  composers  into  the  habit 
of  never  employing  one  of  tliese  instruments  without 
the  other,  and  of  considering  their  use  as  solely  con- 
fined to  foi-cible  marking  of  the  accented  parts  of  the 
bar.  This  is  an  idea  fruitful  in  noisy  platitudes.  . 
and  one  that  has  brought  upon  us  the  ridiculous 
excesses  beneath  which,  if  there  be  not  a  stop  put 
to  them,  dramatic  music  will  sooner  or  later  sink. 

I  conclude,  by  expressing  sincere  regret  at  be- 
holding choral  and  orchestral  studies  still  so  badly 
organized.  Everywhere,  for  grand  choral  and 
instrumental  compositions,  the  system  of  rehearsals 
in  the  mass,  is  maintained.  They  make  all  the 
chorus-singers  study  at  once,  on  the  one  hand;  and 
all  the  instrumentalists  at  once,  on  the  other.  De- 
plorable   errors,    innumerable    mistakes,    are    thus 
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committed, — particularly  in  the  intermediate  parts  ; 
errors  which  the  chorus-master  and  the  conductor 
do  not  perceive.  Ouce  established,  these  errors 
degenerate  into  habiis  ;  and  becomp.  part  and  parcel 
of  the  cxccuiion. 

The  hapless  chorus-singers,  moreover,  during  their 
studies,  such  as  they  are,  are  by  far  the  worst  treated 
of  all  the  performers.  Instead  of  giving  them  a 
.  good  conductor  knowing  the  times  of  the  different 
movements  accurately,  and  proficient  in  the  art  of 
singing,  to  beat  the  time,  and  m.ike  critical  observa- 
tions ;  a  good  pianht^  play.ng  from  a  tcelUar- 
ranged  pianoforte  score,  upon  a  good  piano;  and 
a  violinist,  to  play  in  uni>on  or  in  octave  wiih  the 
voices  each  part  learned  alone  :  instead  of  these 
three  i7idispensable  artists,  they  commit  them  (in 
two-thirds  of  the  lyric  theatres  of  Europe)  to  the 
supei'intendence  of  a  single  man,  who  has  no  more 
idea  of  the  art  of  conductnig,  than  of  that  of  sing- 
ing, generally  very  little  of  a  musician,  selected  from 
among  the  worst  pianists  to  be  found,  or  rather  wiio 
cannot  play  the  pianoforte  at  all,  some  old  superan- 
nuated individual,  who,  seated  before  a  battered 
out-of-tune  instrument,  tries  to  decipher  a  dislocated 
score  which  he  does  not  know,  strikes  false  chords, 
major  when  they  are  minor,  or  vice- versa,  and  under 
the  pretext  of  conducting  and  of  accompanying  by 
himself,  employs  his  right  baud  in  setting  the  cho- 
rus-singers wiong  in  their  time,  and  his  left  band  in 
setting  them  wrongly  in  tune. 

One    might   believe   oneself  in   the  Dark  Ages, 


upon    witnessing  such   an    exhibition   of    Gothish 

economy. 

A  faithful,  well-coloured,  clever  interpretation  of 
a  modern  work,  even  when  confided  to  artists  of  a 
high  order,  can  only  be  obtained,  I  firmly  believe, 
by  partial  rehearsals.  Each  part  of  a  chorus  should 
be  studied  singly,  until  it  be  thoroujrhly  known,  be- 
fore admitting  it  collectively.  The  same  step  should 
be  taken  with  regard  to  the  orchestra,  for  a  sym- 
phony at  all  complicated.  The  violins  should  "first 
be  practised  alone ;  the  violas  and  basses  by  them- 
selves; the  wooden  wind  instruments  (with  a  small 
band  of  stringed  instruments,  to  fill  in  the  rests,  and 
accustom  the  wind  instruments  to  the  points  of  re- 
entrance);  the  brass  instruments  the  same;  and 
very  often  it  is  necessary  to  practise  alone  the  in- 
struments of  percussion :  and  lastly,  the  harps,  if 
they  be  numerous.  The  studies,  in  combination, 
are  then  far  more  profitable,  and  more  rapid ;  and 
there  is  then  good  hope  of  attaining  a  fidelity  of 
interpretation,  now,  alas,  but   too  rare. 

The  performances  obtained  by  the  old  rae'hod  of 
study,  are  merely  approaches  to  achievement ;  be- 
neath which  so  verj'  many  master-pieces  have  suc- 
cumbed. The  superintending  conductor,  after  the 
butchering  of  a  master,  none  the  less  serenely  lays 
down  his  stick  with  a  sati.^fied  smile ;  and  if  some 
few  misgivings  remain  with  him  as  to  the  mode  in 
which  he  has  fulfilled  his  tsisk.  siionld  no  one  venture 
at  the  close  to  dispute  its  accomjdishment,  be  mur- 
murs aside  : — "  Bah  !  vae  victis !  " 

Hectob  Beblioz. 
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